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PREFACE.

TrE following pages were primarily intended to provide a series of
graduated questions and exercises covering, as far as possible, the whole
field of what is commonly known as Musical Theory, or the Rudiments
of Music; and it was further intended that the work might be used in
connection with any standard text-book. In dealing, however, with
the more difficult parts of the subject, such as Syncopation, Trans-
position, the C clef in various positions, Determining the Key of given
passages, and other similar questions which often puzzle the beginner,
the author found that most of the text-books on Musical Theory gave
less information than the ordinary student needed. It was therefore
deemed advisable to include a concise summary of the essential Rudi-
ments of Music, which might serve either for instruction, for revision,
or for reference.

It is hoped that the teacher who may use this little work with his
pupils will find his labours lightened, and that the questions and
exercises are sufficiently varied and comprehensive to enable the student
to understand the subject thoroughly, and to prepare for any of the
usual examinations.

For the Sixth Edition the Section dealing with Musical Ornaments
has been revised and extended, and supplemented by a complete set of
Exercises based on extracts from the works of the chief composers

from Couperin to Chopin.

4 B C of Musical Theory.
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THE A B C OF MUSICAL THEORY.

. i

CHAPTER I.—Notes AND REsts.

1 The Staff, or Stave, on or near which musical characters are placed,
consists of five horizontal parallel lines.

2 These lines, and the spaces between them, are usually counted upwards,
from the Jowest to the highest.

- (—  D—
Lines { S Spaces % —

3 ZEach line, and each space, is called a Degree: thus, the five lines and
four spaces make up nine degrees ; while two additional degrees are gained by
using the space below the 1st line, and that above the fifth line.

10—11—

2

R
vl 8

Degrees g =0
< BT
T
4  When more degrees are required, short lines, called Leger (or ledger)
Lines, are added below or above the staff. '

Leger-lines above ——

Staff

Leger-lines below ——

As any number of leger-lines may be employed, the staff may be thus extended
at pleasure.
5 A Note generally consists of two parts, a kead and a stem.

The head is either open (white), or close (black), and is placed on a line or
in a space.

N.B.—¢ The stem may turn either up or down, without making any difference
to the music.”’ In writing or printing music, however, the stems of notes in
the higher part of the staff are turned down, and those in the lower part of the
staff turned up, for the sake of uniform and graceful arrangement.

=l
= o

White, or open, notes. o

j el ]
1

QL

I - 3
T | z 1
Black, or closed, notes. ——a—— ,! ===
" :

6 In music for the pianoforte two staves are required, one for each hand.
The two staves are connected by means of a Brace, or Bracket.

When several voices, or instruments,
take part in a piece of music, the number
Brace, of staves required varies from two to,
or Bracket. perhaps, 20 or 30. All the staves are
then bracketed together, forming what is
called a Score.
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7 Notes, which represent musical sounds, differ from cach other in scveral
respects. The most important of these are Piteh, and Length (or duration).
Pitch refers to sounds when they are regarded as /dgk or low, and deals with that
part of music called Tune, A high note is sometimes called starp, shrill, or acute;
a low note, flat, grave, or deep. Pitch may be eitber fized (absolute), or relative.

8 To distinguish pitch, notes are named after the first seven letters of the
alphabet—A, B, C, D, E, F, G.
O When the compass of the music extends beyond these seven notes, we
re-commence with A for the 8th note, and so on for the 15th, 22nd, &e., thus:—
A,B, C,DETF G A B, C D E F, G, A B, C, &e.

This is called the Musical Alphabet, and a series of notes, in unbroken
succession, beginning at any point in this airangement of letters, and taken
either forwards or backwards, is said to be ¢“in alphabetical order,” thus: —

* A . (D, E T, G, A, B, &e.
Notes in alphabetical order: {E,’ D, C: B,, A: G: F, &
10 To determine the name of any note placed on the staff, a sign called a
Clef is required.
11 Two clefs are in general use.
The first of these, called the G, or Treble, clef, ¢ curls round” #ke second
line of the staff, and gives the name *“ G "’ to every note placed on that line.

@&, or Treble, Clef. %
G

12 The other is called the F, or Bass, clef : it is characterised by Zwo little
dots, one on each side the fourth line of the staff, and it gives the name “F” to
every note placed on that line.

@:——9——-
F, or Bass, Clef. T s arear
F

In general, the G clef is used for the kigher notes of music, and the F clef for the
lower. .
N.B.—Without a clef, notes would have no letter -names, and could only roughly
indicate relative pitch.
13 The Standard of Piteh is called ¢ Middle C.”
This note stands on the Ist leger-line below the Treble Staff, and on the

1st leger-line above the Buss Staff.
Mijﬁg_e C.

=
MiddR% C.

In the pianoforte score, it will be seen that ¢ Middle C” occupies a position
exactly midway between the staves, and also exactly midway between the G
and F clefs. '

-e>-Middle C.

O-F-
-€-F

Nz=18

H
<
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14 The two staves, and the leger-line carrying Middle C, form one
geeat staff of eleven lines—sometimes called the ¢ Grand Stave : *—

15 From the three fixed points, &, C, and F, all other names are easily
caleulated. Reckoning upward and downward from Middle C they read
as follows :=—

Treble Clef. Nl
aipes 7k Lt A S e
17 P
£ P
L& = — )
[V .?_ <
BassCletC D E F G A BC DEF GABCDE Fée
B i
" — [av] .
EAKY & (e o= ~
T Gmgh
DI e n SO0 BAS GR or e
FEDGCZFTo
G &e.

18 The ¢ighth note, upward or downward, from any starting-point is called
its Octave, and has the same letter-name :—

(¢ C F F
o 5 :
L (= | 03
| 70 ] fa 0 1 | o 9
| I 74NN 3 [+ L (1} | g S B = H
L7 2 .y ke 11} [ A [+ . i
O A (et
8

The octave of a note may be defined as ‘its repetition at a higher or
lower piteh.”
The word octave is often written Sva, 8ve, 8th, or 8.

17 The names and positions of notes should now be committed to memory

e C: Two lines above Treble Staff,
—~ C: Third space up, Treble Staff. )
AE=3 Middle C (Central position). }
C: Third space down, Bass Staff. s
= C: Two lines below Bass Staff.
(a) Notes on lines, Treble :— &
Al ) ) Ity ==
=L = — =
ey =G e
| . V72 = |y
Bl e "2 D T G N s
(%) Notes in spaces, Treble :— PP -
. (L) N I AN Wy
= [e®) i
[ don 7 s
|\ (&) | .74
EERTNIVA S 0N E pL s & T8 D F
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() (blIotes on lines, Bass :—

¢ T (2)-e-
&3 =Y — i [Zaye
| MW =Y — | MO
B =
G BT ReA CRRE ==
E C &
(d) Notes in spaces, Bass :—
@ @ 4
)= (o) | 7 T
| M) (o) LA .
== [a”) | -y
= (o] : ¥ = =
AVIHICHN ETRG B S NN
T
G

18 By using leger-lines, notes lower than Middle C may be written with
the Treble Clef, and notes higher than Middle C with the Bass Clef:—

@ @)

- N n
7 4 7 A
W af W
| fanY J fanY [a>]
.\JV = Q7 = =Y (e ] &
T e o s & § D E F G At
C B A G F Eé&e i
S pra S - IS 2 =
& = &
~—~ =

In each of these examples the notes on the Treble Staff are the same in
prtck as those beneath them on the Bass Staff.

19 On the pianoforte, harmonium, or organ, the names of the keys are
easily remembered by noticing the arrangement of the dlack keys in alternate
sets of two and three :—

D GlA D GlA
C EF BC EF B

D is the white key between two black ones : G is between the first and second,
and A between the second and third of three black keys : C is the white key to
left of two black ones, &c. Note that the pairs B C and E F are not separated
by a black key.

20 The Length (or duration) of a note depends upon its shape, or form.

— i i
Ho—e——=——®——»—»—»—9o—H
g S !

79
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2y 'l“he six most usual kinds of notes are: —

Note.

English Name.

German Name.

French Name.

Points to
Remember.

1 o
2) JAOtF
) orr

4) '\or c
(5) JYor

Semibreve.
Minim.
Crotchet.

Quaver.

Whole Note.
Half Note.
'szrter Note.
Eighth Note.

Sizteenth Note.

Ronde (round)
Blanche ‘(wkite)
Noire (black)
Croche (¢rooked)

Double Croche

White note, no
stem.

White note
and stem.

Blacknote and
stem.

Like crotchet,
with one ¢rook.

Like crotchet,
with two

E Semi-quaver.
crooks.

Like crotchet,
with three
crooks.

Demi-semi-quaver. | Thirty-second Note. | Triple Croche

(6) ‘k rg

When two or more quavers, semiquavers, &ec., follow each other their
stems are often joined together by one or more lines, which lines take the place
of the added crooks, thus, ,'_J quavers; 'ﬁ semiquavers, &c.

22 The relative duration of these notes is shown in the following table :—-
1 semibreve o
is equal to 2 minims 19

or 4 crotchets

or § quavers

r
R

or 16 semiquavers

WtXW T8
N
—
)
[
=

lf:

\

>
jmme e U s o G e me s = a1y e e e om e vt < e e |

- or 32 demisemiquavers ;;gmm-rrrfrrrrrm fr{!r@-

It will be scen that the ordinary division and subdivision of notes is duple, 7.e.,

by twos:— g demisemiquavers are cqual to 1 semiquaver.
2 semiquavers 2 1 quaver.
2 quavers 2 1 crotchet.
2 crotchets o 1 minim.
2 minims % 1 semibreve.

An older form of note, =5, ||, or =, called a ¢breve,” is equal in value
to 2 semibreves.

23 The length of notes may be increased by means of Dots, or by means
of Ties.
24 A dot placed after any note increases its length by one Lalf; thus:—
A dotted semibreve ¢3¢+ isequaltoa ¢© and a F (or to 3 minims).

y»  inim IO 2 la s r (or to 3 crotchets).
5  crotchet r ™ 8 r A% (; (or to 3 quavers).
»  quaver (i - [ » @ (or to 3 semiquavers).
. v v 5
% semlqunver; : R ,: 5, .: (or to 3 demisewniquavers).
¢ g
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25 Two dots (a double-dot) placed after a note increase its length by three-
guarters; the second dot being one-half the first :—

A double-dotted semibreve -+ isequaltoa o and a F and a l‘

A minim Eo' ’ o IO 2 r 2. ';

o o .

o crotchet ' » | ” c » g

) quaver ; X =3 1: . E o ;
Any number of dots can be used after a note, each successive dot being one{half the
preceding :—j -+« = ) and  and ,'\ and N A note cannot, however, be

lengthened by means of dots to quite fwice its value ; the small fraction necessary to
complete the exact double will always be equal in value to the last dot employed.

26 Two or more notes of the same pitch may be #ied together (by a Zie,* or
bind). 'The first note is sounded, and it is continued for the full time indicated
by the several notes. In this way a note may be prolonged to any desired
length.

27 Oceasionally t/ree notes of equal value have a figure ¢ 3’ placed above
or below them. This indicates that the ¢/ree notes must be performed in the
time usually given to fwo of the same kind. The three notes form a Triplet.

Sometimes varied thus :—

P

S equal © or © =y equal 2
Frr Fr i
R N Rl SIS
S o
it e et PR ARDTIAT e
:__P 9 -r=:r or |: ; g ”» ;
cFtr Lrpoceg o m oy

It will be seen that the same form of note is employed for one-third as for one-
half of any given length ; the figure 3 or the grouping shows when tAirds are
meant.

28 ¢“Periods of silence” are shown by Rests. Each kind of note has its
corresponding rest :

Note, Name. Rest. Points to remember.
o Semibreve ————  Hangs from the 4th line.
4 Minim === Rests on the 3rd line.
J Crotchet —I*—  Faces towards right, like ¢ for crotchet.

® Music printers give the name “tie” to the line joining the stems of two or more quavers, &c. m
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I Quaver

Semiquaver

Turned towards lef?, like q for quaver.

S Mur

Demisemiquaver

i sl ol

Another form of the crotchet rest

29 Rests arc geperally written in the 3rd space (of both treble and bass
staves), with stems turned downward :—

{ | I i = l
[ =i [ 1 1 7 1= 5_
I [ f [ T I
=1 - = C C=p— rem— (|
[ I e T | i | [ o — —
L = = L = Y, =t

30 Dots may be used after rests in the same way as after notes, and
increase their length to the same extent, thus :—

T =

isequaltoa —T— anda S

S is equal to a —F— anda —9— anda

i

QUESTIONS ON CHAPTER L

1 How many lines form the musical staff ?

2 How are the lines and spaces counted ?

38 What is a ““degree?” How many degrees are furnished by the lines and
spaces of the staff ®

4 What are leger lines, and why are they used ?

5 Name the two parts of which a musical note generally consists.

6 How many staves are required for pianoforte music? What is a brace, or
bracket > What is a score ?

7 Name the two most important points in which sounds (notes) differ from each
other. What is pitch? Name and explain some words used to describe various
differences of pitch.

8 How many letter-names are used for notes> Name them, in order,

9 What is the musical alphabet? Name the note next after G, and the note
next before A. Place the following in ascending alphabetical order—D, G, A, F,
C, B, E, beginning with E.

10 What is a clef?

11 Name and describe the two clefs in general use.

12 On which line is the G, or treble, clef placed ? on which line the F', or bass, clef ?

13 What note is the standard of pitch ? How is it placed in regard to the treble
staff, and in regard to the bass staff? What is its position compared with the F
and G clef notes?

14 What is the Grand Stave ?

15 What is meant by the “ oclave’ of a note ?

16 How may an octave be defined ?

17 Name the notes on lines, treble clef ; notes in spaces, treble clef; notes on
iines, bass clef; notes in spaces, bass clef.

18 How are the black keys arranged on the pianoforte ?

19 Name the two pairs of white keys which have no black key between them,
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20 How is the length of a note known ?

21 Name the six kinds of notes in general use. How does a minim differ from
a semibreve in form, and in value ?

22 How many crotchets are equal to a minim? to a semibreve ? How many
semiquavers are equal to a crotchet ? to a quaver ? to a minim ? to a semibreve ?
How many demisemiquavers are equal to a breve ?

23 Name two methods by which the length of a note may be increased.

24 What is the value of a dot placed after any note > How many crotchets are
equal to a dotted semibreve? to a dotted minim? How many semiquavers are
equal to a dotted quaver? to a dotted crotchet? to a dotted minim ?

25 How many dots may be placed after a note ? Can the value of a note be
doubled by means of dots? When two dots are: used, what is the value of the
second ?  Give, in quavers, the value of the following:—double-dotted semibreve,
double-dotted minim, triple-dotted semibreve. Give, in demisemiquavers, the
value of a double-dotted quaver, a double-dotted crotchet, a double-dotted minim,
a double-dotted semibreve. - :

26 What is a tie, or bind ? 'When notes are ** tied,” how are they performed in
regard to duration ?

27 What is a triplet? Why is a figure 3 used with a triplet ?

28 Name and describe the six kinds of rest in common use. How would you
distinguish between the crotchet and quaver rests, and between the minim and
gemibreve rests ?

29 In which space are rests generally placed ?

30 What is the value, in semiquavers, of a dotted minim rest ®

EXERCISES ON CHAPTER I.

[These exercises should be carefully written out, stems of notes kept upright, and
turncd in the right direction (up or down), heads of notes distinct, &c. ; and the whole
should be large enough to be perfectly clear and legible. ]

1 Draw or rule a musical staff; and number the lines and the spaces in
proper order. -

2 Draw another staff, and mark on it the 11 degrees shown in section 3, page 1.

3 Add two leger-lines above, and two below, the staff in Exercise 2, and state
the number of additional degrees obtained.

[The following exercises should be done on manuscript music paper, on which the
lines are already drawn for the pupil.]

4 Carefully copy the following :—
(@)

—5 o p— -
= reraD) 1 1 o—rs i TS t ‘J—EI T H
[ £an) | 1 y b H [ H - ) -4 = J r A . 1
| A\ — ! i | I o j Y B o (o) 1 [ :l o
o -&- = - ©
(%) -
k i —— —® 1 51 e Tt (= H
hg I T I d‘_'_H_._L_.‘ T [ | o) H
| ) = L | LH;_L.I__Q _4_|“___
5 Write the letter-name (C, D, &e.), above each note in the following :—
_ (@)
= . (e =9 [o@) o ¥
| .4 [a@]) e o =y [aP) [a”) = (@] Py () ll
IR fnY =Y (o) nat (a7 ] = _ DT b l
[ .\)V bl (&) ) = bo. f o & & I
@ oL UL o
7=Ne [P) = . (o] o) n
[ = —e () e < S (> P o ﬂ
= = & ¢ —
= =

¥ L&) 1™

Fal (c) FaY - _a Vo D
7 A 77y 7 NG i7 5 17 77\ {7 Y7
m e\ @ & @ P L :@g_%uj:@__—_%_w 5 e
o/ [V =N (% VAN o/ o

) ==
* The uses of these lines are explained in Chapter IT.
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et ot T—‘i&—ﬁ'- 'Ejlff-rﬁ tfe

] 1 T

1
1 il
o ¥ _ puns]y
& --

gg: Pk :FElE'r‘ " E&&

ot

e . . e =i
) T n 1 [ | +
T' I} .l 1 ! !,}g : lr d;} I r~! |71 .Y !‘;i_ 1]
Vg e e - ety e
e o s 2
6 Write the duration name (semibreve, crotchet, or other) above each note in
the following :—
(@)
sa) 3 Sy .
& ] » ™N— el
— e It { H
s mrema & | e
. — ;

ﬁ>
M
Ji;a\;'
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/9 Write (a) an octave higher, and (b) an octave lower, using the same clef: —
(a) . :

12 Write the following—1st, one octave higher ; and 2nd, fwo octaves higher, in
the treble clef :—
N (Tt

Il !

13 Write the following one octave lower, and again two octaves lower, in the bass
clef :—

14 State the value (as 8, 4, 23, 13, &e.) of each of the following notes and rests,
1st in crotchets, 2nd in quavers, 3rd in semiquavers, and 4th in demisemiquavers :—
(a)

l[ 1V o i R o ST o W & SR o) [ I N o ORI < DNCR O o IO < X MO Wil -_F—PL‘“H
| e i 1 } H "
[ i 1 1

== ! i

15 Write, by means of simple notes, dotted notes, or ties, a series of notes
equal in value to 1,2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12, 13, 14, 15, 16, 17, 18, 19, 20,
21, 22, 23, 24, 25, 26, 27, 28, 29, 30, 31, and 32 demisemiquavers respectively.

16 Write over each of the following notes its value in crotchets (as 1, 1%,
3, &e.):—

e AN A e I o
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And write over each of thg_{ollowing notes its value in quavers :—

B e lloying s fo o b rormy
—3 3~ EERC e ) 3 o= n

fe = =
h t— ‘s

3 Er———
17 Re-write the following, doubling the value of each note and rest (i.e., make
crotchets into minims, quavers into crotchets, dotted crotchets into dotted
minims, &e.):—
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18 Re-write the following, halving the value of each note and rest (i.e., make
crotchets into quavers, dotted crotchets into dotted quavers, &c.):—
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19 Wriﬁe, ins’cead of the following, two notes which, added together, would
equal the same time-value (e.9., J J or J. ¢ = o)
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Do the same with 3, 4, 5, 6, 7, 8 notes, &c.
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CHAPTER II.—Tr1ME-SIGNATURES.

31 Every piece of music is divided info a number of equal divisions called
Measures or Bars.

32 Straight lines, drawn at right angles to the staff, mark the beginning
and end of each measure .—

These lines are also called ““bars.’”” Thus, ‘‘a bar’ may mean ‘‘ a measure,’’ or
simply *‘the line at the beginning (or end) of a measure.”

33 A ‘“double-bar,” IJJ= 1s used at the end of a piece of musiec, or at

the end of some important —}}= division of it.
34 The first bar, or measure, is often an incomplete one. The Jast measure
is also often incomplete.

In such cases, the incomplete first bar and the incomplete last bar added together
generally form ‘‘ one whole bar; ’’ but there are many exceptions to this rule.

N.B.—Double-bars ocourring during the course of a piece of music frequently come
after an incomplete measure. In this case the measure must be completed by the bar next
Jollowing.

356 The value of a measure is reckoned in minims, crofchets, quavers, or
semiquavers ; and a time-signature placed at the beginning of a piece of music
shows what kind of measure is employed.

36 A Time-signature consists of two figures placed one above the
other in the form of a fraction, thus—3, §, 2, &ec.

87 The lower figure of any time-signature always stands for some division °
of @ semibreve ; thus, when the lower figure is 4, it stands for the ¢ fourth”
part of a semibreve, i.e., for a crotchet; when 8, it stands for the ¢ eighth”
part of ‘a semibreve, i.e., for a quaver ; when 2, it stands for *‘ one-half” of a
semibreve, i.e., for @ minim. .

38 The upper figure of any time-signature tells us ‘“ how many ” of such
parts are taken in each measure; thus, 2, ‘“three crotchets in a measure ;”
g, “six quavers in a measure;”’ £, ‘‘two minims in a measure.” &e.

Time-signatures are, therefore, ¢ fractions of a semibreve,’”’ the semibreve

or ‘“whole note’” being regarded as the measure unit.

39 A piece of music is said to be in the ‘‘time’’ expressed by the two
figures of its time-signature ; thus with §, it is said to be in *six-eight” time;
with 3, in “three-four ” time; with 5, in “two-two” time; with &, in
““nine-sixteen *’ time, &c.

40 The “times,” or “‘measures,” are arranged in two classes—(1) Simple,
and (2) Compound.

41 The simple times comprise all signatures with 2, 8, or 4 as the
“ upper figure.”

42 Simple Duple Times (or Measures). All these times have
O pep for the upper figure of their time-signature. - Each bar is divisible into
“two” equal parts, or “beats,” the first “of which is STPONG, or ‘‘aceented,”
and the second weak, or ¢ unacccutad Y

Accent is the ¢ force,” “‘loudness,” or ¢ stress’’ laid on particular notes to dis-
tinguish them from others Three degrees of accent are easily noted. (1) The sTroNG
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accent, which occurs naturally on the first note (or “ beat’’) of a bar in any kind of
time (or measure) ; (2) the weak accent, which falls on the Zzst beat of any bar; (3) and
the medium accent, intermediate in force between the stroxe and the weak.

43 Duple measure may be written % (or 2), &, 3, §, %, &c. Instead of 3,
the signature g is often employed.

(@) %, or 2, is rarely used except for sacred music ; it consists of two semi-~

breves (or their equivalent time-values) in each bar; accents, steoNg and weak.
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(%) g, or §; two minims (or their equivalents).
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44 Simple Triple Time (or Measure) is known by the “3”
which is the upper ﬁgure of its time signature ; each bar contains three beats.
Varieties—3$ (or 3), 3, 4, 8, &e.; 3, or d is very rare.

The accents are in the order of srroxe, weak, weak; or, in slow musie,
sTRONG, medium, weak.

(a) 3 three minims (or their equivalent time-values) in each bar -
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(8) 3; three crotchets (or their equivalents).
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(@) 15; three semiquavers (or their equlvalents)

W%MZWI

45 Simple Quadruple Time (or Measure) is known by the 47
which is the upper ﬁﬂ"ure of 1ts time-signature ; each bar contains four beats.
Varieties—3 (or §); % (or €); & &e.

‘The accents are in the order—srrong, weak, medium, weak.
Note that gz may mean either 2 or 4,
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(a) %, or &; four minims (or their equivalents) in each bar.
Fal
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f(lb) % or &; four crozfch:t's (or their equivaleuts). A f
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46 The sign @, which is used both for 2 and § time, always indicates that
the beat is a minim ; while the sign & indicates § time, and the beat 15 a crotehet.
By many theorists, duple and quadruple measures are said to be in

¢ Common Time.” i

47 Compound Times (or Measures) are those in which the upper
figure is ‘“ some multiple of three” (i.e., the upper figure will divide by 3 an
exact number of times without any remainder). Each Simple Time has a
corresponding Compound Time ; thus—

Simple Duple Time, upper figure ¢2.” )
{ Compound 7 467 = “two” threes.
Simple Triple Time, upper figure ¢3.”
; { Compound ,, o0 97 = “three” threes.
; Simple Quadruple Time, upper figurc ““4.”
| Compound ’ ' 127 = “four” threes

48 When compound times are sung or played quickly, they are the same
in effect as their corresponding simple times, *‘ with each beat divided into
three equal parts.” This is sometimes expressed by saying that ¢ Compound
Time” is ¢ Tripletted Simple Time.”” Thus, in Simple Time the beat is naturally
divisible into Aalves, while in Compound Time it is naturally divisible into t4érds.

49 Compound Duple Time is known by the “6” which is the
upper figure of its time-signature. Each measure (or bar) like simple duple
time, contains ‘‘two” principal (or primary) beats—srtroNe and medium.
Varieties—§, §, &, &e. In slow time, ““ 6 may be ecounted in cach bar, viz.,
STRONG, weak, weak ; medium, weak, weak.

{(a) §; siz crotchets (or their cquivalents) in each bar.
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50 Compound Triple Time 1s known by the “9” which is the
upper figure of its time-signature. Each bar, like simple triple time, contains
¢ three’’ primary beats—srroxs, medium, medium. Varieties—9, 8, &%, &c.

In slow time, “9 ” may be counted in each bar, viz., srronNe, weak, weak ;
medium, weak, weal ; medium, weak, weak.

() 2; mine crotehets (or their equivalents).

—'ﬂ_9:,or“9'
3 f i == b=

S m m S m m S m m S
(% 2

S m m S m m S m m

(¢) & mane semiquavers (or. their Lqun alents).

rEieEeE e e el

51 Compound Quadruple Time is known by the 127 which is
the upper number of its time-signature. Kach bar, like simple quadruple
time, contains ‘‘four” primary beats. In quick time, these beats are—
STRONG, weak, medium, weak. In slow time, ¢ 12" may be counted—srroNG,
weak, weak ; medium, weak, weak ; medium, weak weal ; medium, weak, -weak.
The most usual signature for quadruple time is ¥ ; but *2 and 1 are sometimes
used.

(a) 2; twelve crotokeis (or their eqmvalents)

8-m w 8§ w m w 8 w m w S w m
() 8, twelve quavers (or their equivalents). .
8 q q
— —_ 17 — —r
< o o 0@ ®
W‘m—

) S m mm S mmm S mm (m 8 m m mée.
52 The “beat’ notes in the simple and compound times should be care-

fully remembered ; the beat notes in all compound times are ¢ dotted” notes.
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In 2, 3, 4 the beat is 2 minim, & ; in 2, 4, 4, the beat is a dotted minim, &,
Targ, 02502, 0 & 5 toiderotehet: iig s einuaaEosg s » 5 dotted crotchet, o-
In g, g) 37 LR 1 quaVeP, "\; in 1%7 1967 %g’ ” bR dOtted quaver’ J}

53 We have scen that the time-signature is not merely a fraction telling
us the arithmetical value of a bar, or measure ; it also indicates the number of
beats in the bar, and the arrangement of the accents. Thus § and § represent
the same time-value, viz., stz quavers in a bar ; but the beats and accents are
quite different. In § time (simple triple), there are 3 beats in a bar ; in § time
(compound duple), only 2 (principal) beats.

P o No time-signature
3 —k—‘——*—ﬁT—LE—H : 9 d
J N ! nothing to show how the
T g S beats should fall.
1 2 3 4 5 6 1 2 3 4 5 6
. (B)* * * * * *
N pr— — Triple Time ;
= i St —H 3 beats, viz., on 1st, 3rd,
e g and 5th quavers.
1 2 3 4 5 6 1 3 4 5
S w w S w w
Duple Time (Compound);
M 2 beats, viz., on Ist and
d 4th quavers.
2 5 3 4 5 6
m m

The same prmmples serve to dlstmnrmsh between 2 and §; and between 3 and 3.
2 } 3 accents 9 i 2 accents
M or beats. M or beats.
@ S w w @ S m
* * * * *
@ S w w & S m

54 A ““whole bar’s rest” in any kind of time is shown by a semibreve
rest ; thus—

ol yal -

| [
GoESerro === ‘*"“1—:3%:5?31‘%

‘When rests are required for portions of bars, or incomplete bars (see Sec. 34), the exact
time-value must be shown.

54 (b) The general arrangement, distribution, and grouping of notes and
rests in any measure, are based upon its natural division into beats, and not
upon the arithmetical value of the time-signature. We have said, Sec. 30,
that ¢ dots may be used after rests,” but in actual musi¢ printing they are not
often employed. A ‘“whole beat” rest in any of the compound times is shown
by a rest equal to fwo thirds of the beat followed by a rest equal to the
remasmng third. No single rest in any simple or compound time is ever
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employed to indicate a silence extending over the concluding portion of one
beat and the commencement of another. Occasionally, a ‘¢ half-bar rest” in
compound quadruple time is indicated by a minim rest—but this is rare in
modern music. In filling up a bar with notes and rests, it would be wise for
the beginner to complete each ‘“beat’ {especially in compound times) before
writing the next.

Compare the following examples of incorrect and correct arrangements :—

k v Good.
v 1 2 1 2
Good.
M e
</ v 1 2 3 1 2 3
Good.

==lres====c===

In the compound times, notes equal to two or more whole beats may be written
in either of the following ways:—

t;gt%l-:-:tom:r—néba:aa_tm %Mﬁor?—ﬁl

o w7 @ o e I (1 = o — 1 1 0 7 2”2 )
oJ '

2 ———{or——T—H{+—"TF—— ! —H-— —tor——}
@%ﬂw —ea—e "—d'—o"—o'——{ge!'—c—v—ﬁ-—d—-o—a—{—e—-d
v nd

The first method shown in each case is considered by many theorists to be the
more correct, as it clearly indicates the division into beats; but the second
method is generally employed by composers and music printers.

QUESTIONS ON CHAPTER IIL

1 What are measures, or bars ?

2 How would you distinguish between a ‘ bar ” and & *‘ bar-line P ”’

3 What is a double-bar, and what does it signify ?

4 What bars in a musical composition are often incomplete? Name three
Ccases.
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5 Why is a time-signature necessary at the beginning of a piece of music ?

6 Describe the appearance of a time-signature. '

7 What does the lower figure of a time-signature tell us® The upper? What
is the length of bar or measure snown by each of the fo]lowin§ :—f, g, 1380085
LLELHEL A SSE %S L0 K ds 12 R 1E?

8 What is the ‘“whole ” note or measure unit ?

9 Name the two classes of times.

10 Name the upper figure of each of the three simple times.

11 What do you mean by ‘‘accent”® How do the accents, or beats, fall in
simplo duple time? Name the usual time-signatures of duple time. What
duple time is sometimes expressed by ¢3?

12 'What is the upper figure of simple triple time-signatures? How do the
beats or accents recur in triple time ? Name some of the usual triple signatures.

13 What is the upper figure of simple quadruple time-signatures® How do
the beats or accents recur in this time? Name some of the usual quadruple
signatures 7 'Which of these is sometimes expressed by &, and which by g ?

14 What is the beat note in @ time ?
15 'What is the beat note in & time ?

16 What are compound times® What is the upper figure in compound duple
time ? In compound triple? In compound quadruple P

17 When ““12” is the upper number of a time-signature, what form of com-
pound time is indicated ¥ When ““6”? When “9”?

18 What is meant by “* tripletted simple times ” ¢

19 Name varieties of compound duple time-signatures. How do the primary
beats fall in this time ? How do the accents recur when this time is taken slowly #

20 Name varieties of compound triple signatures. How do the primary beats
fall? and the accents in slow time ?

21 Name varieties of compound quadruple signatures. How do the primary
beats fall ? and the accents in slow time ?

22 Name the ‘‘ beat >’ notes in each of the following ‘:—-(a) simple times, 2, 3,
584816484 8 & (b) compound times, §, §, % 1, 8, fe 1 ¥ 13
23 Name firee things told us by a time-signature.

24 How can we distinguish between § and ; between § and 3; and between
% and §?
]

EXERCISES ON CHATTER II
1 Add bars to the following (N.B.—Each exercise commences with a complete

bar) :—
" S ‘ R
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2 Complete each of the following bars by adding one note (or dotted note) at
the end :—
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3 Complete each bar of Exercise 2 by adding one or more rests.
4 Complete each bar of the following by adding one note and one rest :—

o | o e 1 o e | . o e o e B § e
4--8- — e et e e He {le o | oo - +H;;El{

8 Mark with a tick, 1,/ the place of each ‘“beat” in the following extracts;
and state over each beat its accent value (sTrRONG, medium, or weak) :—
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6 TFill up a bar (or measure) in each of the following times, using notes and
rests of various time-lengths:—2, 3, 3, 3, 4, §, 8; H&z', &bhte [V

&, g: gr lﬁ"); 136’ 146) 166’ 196' l%» 392’ .}53
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7 Add the T'me Signature to each of the following :—
Vo 1 . B o - LAl FaY o o

8 Complete each of the following bars by adding rests :—

0
+ — ] e a— -4 -4
%zqu_ﬂﬁ to—e——ffd-e—|F3-»
= il
|74 Llyll I N ) || Vo) HExT e O 2 1
3 v ; b , 7 7
)

H— H-O H-} = o B —
— iESsem pES s

s . * ) e e gl [ — -
i e

N.P;.—Before attempting Ex. 8, the student is advised to study carefully Section
545, pp. 16 and 17, and in all the Compound Times to complete each beat of tle bar
separately.
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CHAPTER III.—Major ScALES AND DI1ATONIC INTERVALS,
. ———’__—

s 55 A series of notes in regular ascending or descending order is called a
cale.

Ascending Scale. Descending Scale.
==i2: | ri —2 [ 11
(¥ -g-d””;; a ! |u@ - 222 oﬁt_u

A scale limited to an ‘‘ octave’’ of notes is called ‘‘an octave scale;’’ but a scale
may comprise any number of octaves ; thus, from the lowest to the hlghest note on the
piano is a ““scale of seven octaves,”” &c. As, however, the various octave scales
are merely repetitions of one another at a higher or lower pitch, it is only necessary to
know the construction of one sctave of a scale.

656 The scales in common use are of three klnds, Major, Minor, and
Chromatie.

67 The difference in pitch between any two notes is called an Interval.
The smallest interval used in practical music is a Semitone. This interval
occurs on the piano between the white keys B and C, and between the white
keys E and F. The interval between any other pairs of successive white keys
is a whole tone ; or simply a Tone.

858 If a scale of notes from %__ %ﬂ: be examined, it will

Vo o
be seen that the order of intervals is Tone, Tone, Semitone; Tone,
Tone, Tone, Semitone:
1 2 L 4 5 6 T 8

—2 n
Hoy oo II
(B = p—) & i
_6. )
\_/

Tone. Tone. Semitone. Tone. Tone. Tone. Semitone.
659 This is called the Standard Major Scale of C. It is also called
the Natural or Open Scale.
60 The first note of a scale is called the Tonie or Key-note; and all
Major Scales are, in their order of tones and semitones, exactly like the scale of
C, the only difference being in their absolute Pitch.

Learn by heart.—In a Major Scale the interval between the 3rd and 4th, and between
the 7th and 8th notes, is a semitone.
61 The Tonic Sol-fa names of the notes of a Major Scale are DOH,
RAY, ME, FAH, SOH, LAH, TE, DOH!; and each note has a Technical
name according to tts position tn the Scale :—

8th Note .. DOH! .. Tonie.

7th ,, .. TE .. Leading-note.
6th ,, .. LAH .. Sub-mediant.
5th ,, .. SOH .. Dominant.

4th ,, .. FAH .. Sub-dominant.
3rd ,, o MIE .. Mediant.

2nd % .. RAY .. Supertonic.

st .. DOH .. Tonie, or Key-note.
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62 Any one of the natural notes of the scale of C—all the white notes
on the piano are in this scale—may be rafsed a semifone by means of a

Sharp, £: Zaol
l—ﬁ\—:ﬁ‘a—&—;———
7

-
*~ (sharp. G sharp.

63 Similarly, any note may b(;,’ lowered a semitone by means of a Flat, b ;
(o]

| 2NN

P
B flat. D flat.
64 A Natural, }}, restores a note to its pitch in the scale of C.

Thus, if a note has been previously sharpened, a natural has the effect of lowering,
or flattening, it; but if a note has been previously flattenied, a natural has the effect of
raising, or sharpening, it.

N.B.—In writing (or printing) sharps, flats, and naturals, they are always placed

before the notes to which they refer—never after the notes :—
Not thus— )

I L 1 T 1 "

1@

—2 T e 1
| @ i ST e I

65 The black keys on the piano serve a double purpose. Each black key
is the sharp of the white key below 4t (4.e., on its left), and the flat of the
white key immediately above it (7.e., on its right /.

The whole keyboard is thus divided into a series of semitones—each key, white or
black, being one semitone above or below its nearest neighbour. There being no black
key between E and F, nor between B and C, the F key represents also EZ, and the
E key represents also Fp. Similarly Cp is represented by B, and B# by C. See
the following diagram :— . X 3 '

A T<H AR
8 858 8588585 88

FE Ak ¥
A Bo< oa
CD‘E FG,ABODE
=l Elg] el El

66 A Major Scale having any other Tonic than C requires one or more
sharps or flats in order to preserve the proper arrangement of tones and semi-
tones. A scale built up on any particular Tonic is said to be in the Key of
that Tonic; thus, Scale of C ~Key of C, &. The scales most nearly related
to that of C are the Scale of G and the Scale of F.

67 A scale of four notes is sometimes called a Tetrachord. An octave
scale comprises two tetrachords, each of which has its tones and semitones
in the same order :—

TETRACHORDS—SCALE OF C MAJOR.
_, Lower Tetrachord. - Upper Tetrachord.

17 P | s Ii
g < é — <" Tone.Tone.Semitone.

Tone.Tone.Semitone.
68 If we select G as a Tonic a change in one note will suffice to make a
scale starting from G ezactly like the scale of C in uts order of tones and semi-
tones; t.e., a scale of G Major

3




26 The 4 B C or Musical Theory.

On writing the natural notes thus—

1 2 3 4 5 6 7 8
2 <> o
[&”)

€
= o) S —'—H
[a») -

Semi- Tone.
tone.

we observe that the semitone falls between the 6th and 7th notes, instead of
between the 7th and 8th. If, however, the Ff be raised a semitone to Ff, we
shall have a Perfect Major Scale of G, with the proper intervals of a tone
from E to F#, and a semitone from Ff§ to G :—

Tone. Semitone.

aN,

@
\~

3 4 6 7 8
n il AT
A -~ [~ C.& II
7 () = ] |
O—= () L - H
L\
[
3 4 6 T 8
7 = () ]
(&7 = o #<2 H
s (=] 1
(&) < 1]

A

The Scale of G, then, requires one sharpened note, or as it is generally
expressed, one sharp, viz., Fi; and this ¥% is the Leading-note of the new scale.

69 Now G, the Zonic of the Scale of G Major, is the Dominant of the
Scale of C Major (Sec. 61). Starting from D, the Dominant of G, we require
another sharp for the 7th degree or Leading-note of D Major :—

Scale of D Major. Leading-note, Cf.

‘I ﬁ“ T ——
Q trs (=4 = !
%—p T
_/

C sharpened to make

As in Scale of G- semitone between 7th and 8th.

70 Proceeding in this way—taking the fifth of one scale for the starting-
point ot the next—the following scales are formed : —

Scale of A Major. New note, or Leadu&anete, GE.

fal
v A -
[ [aP] ﬁ = n
| 4 Py yi{aw] 1]
| fanY (a9 ~ i H (1}
(X7 Y | 18]
% As in Scale of D. New note.

Scale of E Major. Leading-note, D.

— T iy (&) n
= 3 ) HO—F H
( .\j][ &> 'ﬂ.g *z_’ ! 1
As in Scale of A. New note.
Scale of B Major. Leading-note, A%.
o) n L. ‘EO %9‘ s
—y ™y - L - et al L2 n
e e H
i
= As in Scale of E. New note.
Scale of Ff Major. Leading-note, E#
= : o—fo—jo—te—q
o Ty = e e e
Vi N————— New note. -

As in Scale of B.

I R TN
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Scale of C# Major. Leading-note, B%.
Fat

S m iy A\

g " Iy
t%ﬁa fo—ieo— : "
< 7 New note.

As in Scale of Fg.
This process may be extended by using the double-sharp, x.

All these Scales or Keys (Sec. 66) require sharps to preserve the due order
of tones and semitones; hence, they are frequently called ¢“skarp keys,” and
the Leading-note is the ¢ distinguishing” or ¢characteristic” note of each scale.

71 Secales,.or Keys, requiring Flats. On writing an octave of
natural notes from F as a starting-point

3 4 5
0 -
— = () < n
I 5 ) < 11}
s (&) = n
i = vz () A L1}
o/

Tone. Semitone.

it will be seen that they do not make a perfect scale of F. If, however, the
Bﬁ is flattened, or lowered, to BY, the scale will be correctly constructed :—

Scale of F Major.
3

'S

5
= [ &) S

I:H: b =
= oV
=

Semitone.Tone.

Now F, the Tonic of this new scale, is the Subdominant of C; and the new
note, Bb, is the Subdominant of the new scale.

72 If we proceed as before, making the 4th (or Subdominant) of one scale
the Tonic of the next, we produce the following series of scales requiring
flats ; ¢.e., Flat Scales (or Flat Keys) :—

Scale of Bp Major. New note, Ep.

— Q ) (1]
= iy i
N Y = o A= 1]
| V7 — Sa— ) — 11
v o & &
Scale of Ep Major. New note, Ap.
j— A 1 €I 0
| .4 =Y (o) [0}
| W fanY N A ) VS il
[\ 12) [P) S 11}
<o/ v
,, Scale of Ap Major. New note, Dp. 2l b
L | =Y 209 = 1§
| .1 2 (] 4h e . 1
| W faY o = Il
| NIV H
</
. Scale of Dp Major. New note, Gp.
— \ N~ 0
=L + N (o> K4 1)
HA L )Y Ve e (1]
X ) o v 11
&/ 5 v
., Scale of Gp Major. New note, Cb. o
=4z I = - p—ie} S 1
4 1 - L=y L] b ik 1 1)
[T £ n. L] U4 n
A\I74 — 18}
o/
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L Scale 61:' Cp Major. New note, Fp.
= y n
:rl‘n\ = S - p— ] P — 2 R

Vs e e
This process might be extended by using the double-flat, pb.

N
=

The Subdominant is the ¢¢ distinguishing’ or ¢ characteristic ”’ note of a
scale requiring flats.

73 The order of sharps—F, C, G, D, A, E, B—and the order
of flats (which is the reverse of that of sharps)—B, E, A, D, G, C, F--
must be thoroughly known ; as also must be the number and order of sharps
or flats required in each key, or scale.

Key C—No sharps, no flats.
Key G—1 sharp, F%.
Key D—2 sharps, ¥4, CZ%.
Key A—3 sharps, F%, Cf, G.
Key E—4 sharps, F%, C%, Gf, D&
Key B—5 sharps, Ff, Cf, GE, Df, Af.
Key Fg—6 sharps, ¥z, C%, G¥, D, A%, Ef.
Key Cz—7 sharps, F#, C#, G#, D%, A#, £, B#.
Key F —1 flat, Bp.
Key Bp—2 flats, Bp, Ep.
Key Ep—3 flats, Bp, Eb, Ap.
Key Ap—4 flats, Bp, Ep, A, Dp.
Key Dp—5 flats, Bp, Ep, Ab, Db, Gb.
Key Gb—6 flats, Bb, Ep, Ap, Db, Gb, Cb.
Key Cb—17 flats, Bp, Eb, Ab, Db, Gb, Cp, Fp.
74 Instead of writing a sharp or flat before each note requiring one, it is
customary to group together at the beginming of each line of music the whole

number of sharps or flats belonging to the selected scale or key. This
indication of the scale is called a Key Signature.

The sharps or flats in a key signature must always be written down in
the order given in Section 73, and in the positions shown below. Thus,
whatever number of sharps may be required, we always commence by
writing down Ff, then Cf, G#, D, &ec.; and similarly, for flat keys, we always
commence with Bb, then Eb, Ab, Db, &e.
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TABLE OF KEY SIGNATURES OF THE MAJOR SCALES.

Key of C.

Key of G.
1 sharp: F.

Key of D.
2 sharps: T, C.

Key of E.
4 sharps:
F, C, G, D.

Key of B.
5 sharps :
F, C, G, D, A.

Key of Fi.
6 sharps:
F,CG,D,AE.

Key of CZ.
7 sharps :
F,C,G,D,A,E,B.

w0

HARP KEYS.

0
W ot
[ fanY
D
Key of C. o
N
.
S
Frar Kevs.
0~
Key of F. §VT9
11flat: B. -
{3
Sy
v
Ol &
7 A4
Key of B). L\V&i
2 flats: B, E. —
W\ 7
S—"1
|4
—) fn
Pp———
Key of Ep. A\
3 flats : @
B, E, A. AN
e 7
Py
£t
Dy ————
T
Key of Ap. X
4 flats: 7
B, E, A, D. |z
e ————
104
A VN A
7 AT AN
(>0
Key of Dp. |17 ?
5 flats : @
B, E, A, D, G. &b
120
AN
14
0 bn—t
e
Key of Gp. |{P=25
6 flats : @
B,E, A, D, G, C.|za=R
| B2 T P 4 13
\JP D_V A —
0 lat
Key of Cp. W
T flats : =
B,E,A,D,G,C,F. lrayf
1NN A
VI
LTy

The student will notice that, on the pianoforte, the key of F# is identical in pitch
with that of Gb, the key of C% is identical with that of Dp, and the key of B is identical
These three pairs of keys are called Enharmonic Equivalents.

with that of Ch.
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N.B —It is important to remember that each flat, or sharp, in a signature affects
every note of the same name as that flat, or sharp, throughout the piece. Thus, in a signature
of ane sharp, every F must be sharpened; in a signature of fwo sharps, every F and
every C must be sharpened ; &c.

76 To find the major key or scale indicated by any key signature, it is
important to observe that (a) in keys with sharps, the last skarp written or
printed (7., the one furthest to the right in the signature), is the Leading-
note; (b) in keys with flats, the last flat printed is the Subdominant, and the
last flat dut one is the Tonic (or key-note).

76 An Interval is, as we have seen, the difference in pitch between any
two notes. 'We have already met with the intervals of (1) an octave, (2) a tone,
and (3) @ semitone.

Intervals, in general, have a double name. The first refers to the number
of degrees of the staff occupicd by the interval ; the second, to the number of
semitones it contains. The two notes forming an interval may be written so as
to follow one another on the staff, or the higher note may be placed above the
lower.

It is customary to read intervals from the lower note, upwards.

All intervals which can be formed by notes of a major scale are called
Diatonic intervals.

77 The interval of a Second includes ¢wo degrees of the staff :—

(@)

— e — —l S —————

Two kinds of Seconds are found in major scales ; the Minor Second,
comprising one semitone; the Major Seeond, two semitones.
The terms Major, Minor, &e., tell the Quality of an interval.
Examples of Minor 2)11ds.

174 (%) - L | | I
= N P ISPy =
[ (o) e - = b 1
v = * ove

. Examples of Major 2nds.
iz pry n
6 e —
XY = b o i) a

(') e o2 i >

N.B.—Though it is a semitone from C to C#, from F to F%, from Bp to Bﬁ, &e.,
these intervals are not Seconds, as their notes do not occupy two degrees of the staff, only
one, thus :—

*

e
o/

(70 {a)

A similar distinction applies to all other intervals.
78 The interval of a Third includes ¢iree degrees of the staff. A
Minor 8rd comprises ¢/iree semitones; a Major 8rd comprises four semitones.
Examples of Minor 3rds.

= (o} S—H —= y 2 1
M == [o] < iaA a9 ~— £ =
gz pifer) i 1}

[ (] w

Examples of Major 3rds.
5 s

= oo ¥ =] i) H
oy () G2, o ji=—o & DS — (1]}
C = (o) o ol oY= 1K) 1
< e A= TS

* This interval is ealled a * chromatic semitone.” (See p. 44.)

-

P
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79 The interval of a Fourth includes four degrees of the staff. A
Perfect 4th comprises five semitones; an Augmented 4th, or Tritone,
comprises siz semitones. ]

Examples of Perfect 4ths.

n i - "
[’ 4 (] ) LD V72N (a”] I =Y E. PN n
| o .. A 1) I/ (== . H
| & farY [a@] b acc< %4 S~~~ [ ] D 1 I
AN/4 (@] =) o b {1 1
(% -~ =
Examples of Augmented 4ths.
Vo * (o] b
| AR 4 L. A 1 2 > Va0 =Y biXaP] " : n
o——e——= o —o—— &1 4> i i
o (] € 9= i )i 1}
N.B.—(a) Fh to BY is the only Augmented 4th formed by two natural notes.

() With the exception of F-Bp and Ff-B, every Perfect 4th has its two notes
of the same kind, i.e., both ﬁ, ‘both #, or both b, &c.*
80 The interval of a Fifth includes five degrees of the staff. A
Perfect 5th comprises seven semitones; a Diminished 5th, siz semitones.
Examples of Perfect 5ths.

I ’(19 ; = 5= = - it o] n
| fanY =Y 2 (o) P ]l‘/“’ JV,L’ l\/\ Z I e —ﬁj_a—__'—-l'l
| B\ e (o) 1) [o”] g 1
[ - (= §
. Eiamplfs of Diminished 5ths. L W v

[ 4 I0{e®) N~ N (0] V= wA = n
| I . =y Ta] V= 7% 1, E. 3 (o] (1]
| K fnY b . [a”] - =y o — y ' ”) e C.d 111
I'—‘\)V b ] < 14 i 1)
N.B.—(a) Bff to. Ff} is the cnly Diminished 5th formed by two natural notes.

(6) With the exception of Bp-F and B-Ff, every Perfect 5th has its two notes
of the same kind ; i.c., both ¥, both %, both b, &c. T
(¢) An Augmented 4th comprises the same number of semitones as a Diminished 5th.
81 The interval of a Sixth includes siz degrees of the staff. A Minor
8th comprises eight semitones ; a Major 6th, nine semitones.

Examples of Minor 6ths.
a o o h bo-
i = -~ o i N i 14 C. =Y In n
E# = =) — T 2] =—
| N1 — ﬁo . et . (a”] [ 3N
[V (= ot ¥ o =]
- Examples of Major 6ths.
(7 - o e a— = — o] FZ N X = ia #o—n
| B = . el s e [ o o 11}
HD =Y R i . = el Ly [a»] 20D n
|\ . . b ) e T (¥ ) |
[V g g [
82 The interval of a Seventh includes seven .degrees of the staff. A

Minor 7th comprises fen semitones ; a Major 7th, eleven semitones.

Examples of Minor 7ths. pe.
9 o o) 2 . P he
[ _n 4 Lo Lo VZ Y ey Lk I N
| .4 (&) == > s /A e”] I Vi) (1
| farY =Y (@) b S (&) )
AL — = S &) A H
o (=] = )
Examples of Major Tths. =
9 - to . #9‘ o ==
——#= Iy T L = w (o) 2\ Ko F 1N
) o A/ [aP) ) IV[e] 11
= b (8 [a”) i L] (@] D 1l )
| .7 L= (] = 1 £
o/ (=4 b (=]

83 For convenience, the Unison, which is the sounding of any note in

two or more parts at the same time—is reckoned among the intervals :—
Val

= == = Hor——
HY— = ———co- e ——e |
(% | [ |

* ¥0-Bbb and Fz-Bf are also Perfect 4ths. +Bbb-F> and Bf-Fg are also Perfect 5ths.
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84 Intervals greater than an octave are called Compound intervals;
those not greater than an octave, Simple intervals. In naming compound
intervals, they are generally first reduced to simple intervals by subtracting
one or more octaves, thus: —

e D" T = T Za3s 5 1 W7 2 1]

e e HE i

T/ i1 .\j‘/ -;— 1 1IN = 11 il
12th. Perfect 5th. f’ﬁf], Major 3rd.

The letter-names of the notes are retained in the same order, but the notes are
placed in their closest position.

85 All simple intervals may be inverted by reversing the order of their
notes. Inversions are of great use in determining the names of the larger
simple intervals, 6ths and 7ths.

86 An interval may be inverted (a) by writing its upper note an vctave
lower, or (b) by writing its Jower note an octave higher :—

i: I” 4 1T (1 (o] (2]
G2 —F—— e
[AA =y il =Y 1 L1}
% = Rray
Interval. Inversion by Inversion by

1st method. 2nd method.
It is here seen that by inversion a 6th becomes a 3rd. The number of an
interval subtracted from 9 gives the number of its inversion, thus:—
An inverted 6th gives a 3rd.
. ., 5th ,,  4th.
» ., 4th ,  5th.
5 gy Srd 6th.
5 9y 2nd 7th.
87 A Perfect Interval when inverted gives another Perfect Interval All
other kinds of intervals have their quality reversed. Thus:—
A Perfect Interval gives a Perfect  Interval.

A Minor n , a Major -
A Major ’s yy a dMinor 50
An Augmented ,, .y & Diminished
A Diminished ,, ,, an Augmented ,,

Stating this in another way :—
A Minor 2nd inverts as a Major 7th.

A Major 2nd »s 5y @ Minor 7th.
A Minor 3rd 5 3 a Major 6th.
A Major 3rd »» 35 @ Minor 6th.
A Perfect 4th 5 s 2 Perfect 5th.
An Augmented 4th ,, ,, a Diminished 5th.
A Diminished 5th ,, ,, an Augmented 4th.
A Perfect 5th 5, 3 a Perfect 4th.
A Minor 6th »» 5 @ Major 3rd.
A Major 6th 5 3 8 Minor 3rd.
A Minor 7th sy 5 @& Major 2nd.
A Major 7th ;s 5 & Minor 2nd.
88 A 7th, or other large interval, may be readily named by inverting it :
~, Interval. Inversion.
7 11 H
v

The inversion is seen to be a Minor 2nd ; henee the original interval is a Major 7th.
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89 TABLE OF DIATONIC INTERVALS AND INV ERSIONS.

N.B.—The intervals in the right-hand column are the inversions of those in the
left, and vice versd.

Unison, Treer o Octave, t
No semitones. SEEn e 12 semitones.
-&-
Minor 2nd, H Major Tth, __S,_H
1 semitone. YL 11 semitones. e —= o]
_6.
Major 2nd, 'l"":n:o = i Minor 7th,
2 semitones. (X i 10 semitones.
Minor 3rd Major 6th ______]
3 semitones,. Eﬂ 9 semitoneé. p———
Major 3rd, Minor 6th, H
4 semitones. 8 semitones:
Perfect 4th, Perfect 5th, %
5 semitones. 7 semitones. ——]
E=x
Augmented 4th, ———— | Diminished 5th, Cama————
or Tritone, 6 semitones
6 semitones. : =

(=]

QUESTIONS ON CHAPTER III

1 What is a scale? What is an octave scale? What is the extent of the
scale of the pianoforte ¥

2 Name the three kinds of scales in common use.

3 What is'an interval ? What is the smallest interval used in practical music ?
Name the white notes on the piano between which this interval is found. What
is the interval of a ‘“tone P”

4 Repeat the order of tones and semitones in the Standard Major Scale of C?

5 What two names are given to the first note of a scale ?

6 Name the Mediant, Dominant, Supertonic, Subdominant, Leading-note. and
Submediant of the scale of C.

7 Where do the semitones occur in all major scales ?

8 What is the effect of a sharp placed before a note? Of a flat® Of a
natural ?

9 If a note has been previously sharpened, what is the actual effect of a
natura{i If a note has been previously flattened, what is the actual effect of a
natural !

10 What ‘“ natural ”” notes on the piano are also ¢ sharps?’” What * patural”
notes are also ‘‘ flats

11 Why are sharps or flats necessary in all scales but that of C ?

12 Name the two scales, or keys, most nearly related to the scale, or key, of C.

13 What is a tetrachord > How many tetrachords make a complete octave ?

14 What change is necessary to convert the scale of C into the scale of G ?

15 How many, and what sharps are used in the scale of D major? Of A
major? Of Emajor? Of Bmajor? Of ¥4 major? Of C# major ?
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16 Name the leading-note of key C; of key D ; of key E; of key Ff; of key
G; of key A; of key B; of key CZ.

F'17 ‘What change 18 necessary to convert the scale of C major into the scale of
major ?

18 : How many, and what flats are used in the scale of F major? Of By
major? Of Eh major? Of Ap major? Of Dp major? Of Gp major®? Of CO
major ?

19 Name the /cading-note of key F'; of key Eb; of key Dp; of key Cp; of
key Bp; of key Ap; of key Gp.

20 Repeat the order of sharps, and the order of flats. Repeat the order of
¢ sharp key ”” Tonics, naming the number of sharps belonging to each; and the
order of ‘“flat key ”” Tonics, with the number of flats belonging to each.

21 Name the Dominant, Subdominant, and Mediant of each of the following
major keys :—F, C, G, D, A, K, B, Fg, O, Gp, Dp, Ap. Ep, Bp, Cp.

22 What is a key signature? What is meant by ‘Enharmonic equivalents?”

23 How can you find the Tonic from the signature («) in sharp keys? (b)in
flat keys ? :

‘24 What are diatonic intervals ?

25 Name two Minor 2nds, two Major 2nds, two Minor 3rds, two Major 3rds,
two Perfect 4ths, two Perfect 5ths, two Augmented 4ths, two Diminished 5ths, two
Minor 6ths, two Major 6ths, two Minor 7ths, and two Major Tths.

26 Name the on/ly Augmented 4th formed by two natural notes.

27 Name the only Diminished 5th formed by two natural notes.

28 The Augmented 4th contains the same number of semitones as the
Diminished 5th; why are different names employed ?

29 How many semitones in (a¢) a Major 31d, (b) a Minor 2nd, (¢) a Minor 3rd,
(d) a Major 2nd, (e) a Perfect 4th, (/) a Perfect 5th, (¢) a Diminished 5th, (%) an
Augmented 4th, (¢) a Minor 6th, (;) a Minor 7th, (k) a Major 6th, (!) a Major 7th ®

30 What is meant by the * inversion ” of an interval ?

31 How is the quality of an interval affected by inversion ?

32 What kind of intervals retain the same quality in their inversion ?

33 What is the inversion of (a) a Major 2nd, (b) a Minor 3rd, (c) 2 Diminished
4th, (d) a Perfect 4th, (e) a Perfect 5th, (/) a Minor 6th, (¢) a Major 7th ?

EXERCISES ON CHAPTER IilL

1 Place the necessary sharps or flats before the following notes to form Major
Scales—-the first note being the Tonic in each case :—

Fa
7 = | WA T —5—&—
e e e ool et
I!\]V O‘QGL’ 11 OQD" ||:)l/ '%'a" i1
VoY o= -2
| W7 =Y 1} B A OD |l/'\: CO= i |
F%—.Q?(J‘Q‘Q—ﬁ'he‘o—ﬁ%"ﬁge 1'11
e [V
- .
o0 22— a
TR : =4
= e | R o Ao | i |
Al &2 1 LL:}J‘/ = 1
e 200
e PP
t@ — o2 7oy S22 )]
5 bc ||.\)V o‘lou 1 iy
S
Vo — = Foo
[ l[/)‘ OQ"’ i VO 0
Mmoo 4
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T O—S-a—

L_Mﬂfbﬁ@—@——ﬂ

B - PN =l
[‘\‘]IL ?CD‘] 11 i ALl J/

n -2

F'@.{-—'——__O'G—H7V—\O'G’H\c: el
= e O

|
v

2

{

L

L) 3. P
=L =y o N s H NO > { o T =50 |
| =y (o) g |1 RANZE) =y [a9]) h 11}
Ho—hes—o—2 -~ oS )|
PP t () 1]
<o/

- -
= 18 772 —e—2 =2 1

-]

| e H{er——— 0 —= “ll
s =y () R 1S
Ryr— a2 1T = 11
o/ = o

2 Write such sharps or flats before notes of the following passages as may
make them appear successively in the following Major Keys: —A B,C, D,E F,
G, Ab, Bp, Cb, Db, Ep, Gb, Cz, FZ.

{a)

o P o

Vol
—i = (P )
/ P o S5 1]
fon o) L o |
B S—r5—H
b
@ P o Ml )
5 e T =
[__v__a__eo bl < NP 1
1

8 Write in the Treple Clef, and again in the Bass Clef, the signature of each
of the following Major keys:—C, D, E, F, G, A, B, Bb, Ab, Gp, Fz, Ep, Dp,
Cz, Cp.

i Arrange the following signatures with the shalps and flats ‘“ in proper order
and posutlon ;7 and state the Tonic i 1n each case :—
?7

ﬂ_ll LL\A
> bl
: b - *_;tL 1) 77 vy 0] uﬁnn
E@_%%%ﬁ:ﬁ&—%—mw__*—wﬁuﬁ% J&%ﬂ
; o
| 1 W7, \ I
Xy

5 Write the name and quality of each of the following intervals, and state the
number of semitones in each—

— P e |
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6 Write inversions of the intervals in Question 5, and give the name of each
inversion.

7 Write, above each of the following notes, a Minor 2nd, a Major 2nd, a Minor
8rd, a Major 3rd, a Perfect 4th, an Augmented 4th, a Diminished 5th, a Perfect
5th, a Minor 6th, a Major 6th, a Minor 7th, a Major 7th, and a Perfect 8ve :—

)

P
-

o

= (o)
L=

-~ =

-~ o

-
e

(&)

¢

9 State the Relation-name, as Tonic, Dominant, &ec., of each of the following
notes— .

0 Y.
| - 4 & |’ a2 n
£ | AN o R "o 1
| fen = (o] et 1 2 I [e=] =
|37 = — [a»X 1IN v ey [a») 1 YA At (o] 1
e Co- [« \= =1 O J
el » TR Y
L) = M = [ § W2NXT . By H
I:l\')'. 194 o s =4 e "1 =Y [aP X § RANSLT . Fod —y— D 1
Sy = 2 T T = [o@] 1 bidls 14 =Y [aw) H
[T 14 () = L T 7 2 hd T il = P [« 1 1 |
€ ~7 =2 =
2 Vo !
12 H N L bl [ &) - . 7" = i
s < 1
~3. .d
[ .Y =N = I T 7 oo =1
o/ b= o
o Nt T,
N T () | N A% = o n
| MW EY [ IR [ 7S R0 - T - (&) 1|
(PO [ Tt § BN {0 VO 1 A1 % < (o) T
4 A lP,l o) 11 \;I/ il (o) L= I
Q.

10 Give the names of the intervals formed between the bass and freble of the
following ; reducing all compound intervals to simple ones :—
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7o 112 2 N o = T T T i - " |
y Sy T 2D ) | o} == 1 ot T 22—
" e e o e W o = o —f*—
& 2 It 1 = [ o 1 1 sl 1 (|
Y/ By ST 5 3 = ‘ }
5 T
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A= 3 e e e sy =l
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.
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C
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4 = 1 o—— i ]
1T ——] o
as m I I I Tt
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t;l. $) I H H 2o |
P (] i i I : ! T T t i =4

11 Give the names of all the intervals formed by the notes of the following
chords.

‘N.B.—A chord is a combination of two or more notes sounded together. In
calculating the intervals in a chord begin with the lowest note, and observe what intervals
it forms with each of the others; do the same with the next lowest ; and so on. Thus,
in the first chord of the following, we find C-G, C-C, C-E, C-G; G-C, G-E, G-G;
C-E, C-G; E-G.]

ROp

(o) <>
= 1 ] M H-—e—n <
b . | | e I | Mo R | TR § N < N § ==Y
Iy L § I =— | | [ 1 2 P § N 1<
VIE } i <

- o
-~
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T

12 Name the intervals between the successive notes of the foll
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CHAPTER 1IV.

Mrxor Scares; CuroMaTic INTERVALS; CHROMATIC ScaLes.

90 In Magjor Scales the interval from the Tonic to the Mediant, or third
note of the scale, is a major third ; and in Minor Scales the interval from the
Tonic to the Mediant is a ménor third.

91 The Standard Minor Seale has A for its Tonic, and, with the
exception of its Leading-note*, consists of natural notes:—

,__ Scale of A minor. - re -
(v 4 =Y [&9) b 3 (1]
0y H

v
This scale is called the Relative Minor of the Scale of C Major, and
its Tonie, A, is a minor srd lower than that of its Relative Major, C.

92 Every major key has a ‘“Relative Minor” key with its Tonic a
minor 3rd lower. There is no special key signature for minor keys (or scales);
a minor key has the same signature as its * Relative Major.”

RELATIVE KEYS.
Maor. | ¢ |6 | D{A|E|B|rE|cE F[Bb Eb | Ab | Db | Gh | Cls
Mivor. | A | E | B |F£|c#|a#|DE|ad D|G c|F|Bp|Ep|Ap

93 The Aneient form of the Minor Scale was—

=
= = () =2 = n
| = () = 1
H—= H

In this form the Minor Scale is merely a ¢ Mode ;” 4.e., a special arrangement
of the notes of the scale of C majer. The True or Harmonie Minor

Scale is— 6

7
4 -&-
= [eP) = i 1

= () < ]
() = {

L

——

X

B

g

v
This form involves the difficult interval of an augmented 2nd between the 6th
and 7th notes. To obviate this difficulty, especially in singing, various
arbitrary melodic forms of the Minor Seale are used.

ARBITRARY FORMS.

Ascending. Descending (as in the ancient form).

o bt "S- SELfe W =i

- o N It — = f
= A )

== f —
[ B

o) o T S -4 4

A7 4 =y [P TR A=W F 1T ar " e [e17) £y % T
W . =y (o] b ol L 111 = /it (o) - 11
[ fanY (&) L. o 11 b o Lo N

11

e

* A Leading-note, as its name implies, is always a Semitone below its Tonie.
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The Ancient Form is also used as an arbitrary form in ascending. It will
be seen that the variable notes are the 6th and 7th.

The 3rd of the Minor Scale is sometimes made major in the final chord of a piece

of music;

it is then called a ‘ Tierce de Picardie.”’

94 In the following Minor Scales the Harmonte and usual Arbitrary
(or Aelodic) Forms are shown—ascending and descending :—
Key E minor.

» Harmonic.
~£) %

Leading-note,

DZ.

Relative Major, G.

- (a9 1T [ 30 . =N (1]
-~ PN [P o 1T [ 2ol (o) =N ‘I
j fan) -~ o b vt i1 2 o [ ] =Y
AN/ =) (o) 11 b sl (o) =N |
</ e <
b Arbitrary, or Melodic.
—-& T [ XS § S o B P P 1}
o o RO _#2 1T 1) o —a n
 fan) o2 ol o T u T A ] H
N o & v G ——1
= =3
4 Key B minor. Leading-note, A%. Relative Major, D
i’ &"PIL 121 ll
o — ” “ — = l
e C e =
a.# = !
#t e i | = L II
. L. = (ew] 1 JCI_ W i
i o) = o L. il 11 Hl‘l (e ] =Y o) i
N -~ -~ -
. 4 4 Key F’# minor. Leadmg-note, E#’ Relatlve Magor, A.
U.‘ﬂ l ) TLD P [
wly 8 o = " 1| o 1
1 = [aP) — 1 e () . ll
AN/ [a9] A= 10 . [« 20
</
o % w i P
|7 . STl L. P2 ¥ ) e H = O A
bl 19 > o = "7 H ! i ) Il
! o W [aP) L) 1 AT ) 3.
2. M 11 <z [« I |
o/
L u 4 Key C# minor. Leading-note, Bf. Relative Major, E.
1”4 Q‘E‘IT* m AR e 1 l
V LR ] - (o] 0 " — 4
s B =y [P el H F Il o BP= N L
A/ — 72 & Y 1T & [ —i
[ o O -
|t o
— J" ff'h-'"‘ﬂ‘ 11 1 1
D 5 H = [ = w— !I
[ S O < =T s
TS 4 Key G# minor. Leading-note, F double sl}grg LFx). Relative Major, B.
YR TE o B T [ 2= I
VAR . 1Y [&”) o] H A o E==N } §
7 (o L ¥ P 11 B () = |
& S e ——}}
o/
o, VPG = ) o
AP 3NIE.] ld H . el [ ] 1
bl s ST 3 1 Py [aP] M 1] 1] 14 LR S < R
| fan) b ! L | > N (K] — o I
{ ¥ H O—l
()
* The single 3 is sufficient to contradict the x.
& ¢ Key D2 minor (varely used). Leading-note Cx. Relative Major, Fg.
v g T— I
W ORI . ' Aul b rr ) IR AT | TR A § 4P TR ll
g fanY pe s L) [ &%) 118 e U = — oy 3|
I > [ &) =%, 11 AT ] = 1]
v (= Ry’ O
o 'lli 1 I
# #ﬁ g # S5 X Gt Fre=y
¥ o> e o i
% () <> [a@] <> ) i1
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B _E;Ke_y A# minor (very rare). Leading-note, Gx. Relative Major, Cit.

i T T H
g T T 10 %]
[ fanY h . 4 Mo Co 1t €O —11
.\JV b = VL 2 o Merae & 1 G I 5> TP ) 13

a5 T & ° gl ~ 2

o t. o

17 A . STRUL . Ty ¢ TS 1T n
Y o GO . TN - ] 14 m 1
T VPN > Bl | B P T P 1

.-) = =1 XCIO T — »“1' %G = 1 1]
KR e . G AN

- Key D minor. Leading-note, O# Relative Major, F.

17 A ey =Y =l n
e — o B o —— | R S S 2 B ——————
A\I74 o mnd 11 [a] D e | §
'V o= 5

— =Y A

A4 =Y 11 = I . a
</ [~ =N
ey G minor. Leading-note, F¥. Relative Major, Bp.

3 b ¥, o O _#

1 AR [P i H T OO L |
£ B ~—3 [a9] e C 11 b B o ] 11
| fnl4 (o] . - (ov] D JI
ANI/4 = 1T =
IV

O W #-5 O o2 Wl

|7 AN e LTI &= H W= 00 — 14
e ==
P = 1t <>—1

Key C minor. Leading-note, Bff. Relative Major, E.

Yo M v

A” i n 130 n n
AR (@) i oV 11

%8 [« B 1 A 73— H

- L H LS AR I

g - oo =

)4 : ¢ E— | I
A NIV (@] == T | & I - [P] 1 ¢4
J = & = =T o

, Key F minor. Leading-note, Eff. Relative Major, Ab.
5 2 = =

A el e —]
RNy =) (a9) 1 L (o] —. 1
A\\J74 o L Il —— (o2 0 |
'V

O—pi5 e S Proh

. N P o |t i = o I fi
> D i T L= i o TP H
A7 (@) e 11 = [ 7l ~ §
%

Key B} minor. Leading-note, Aﬁ Relative Major, Dp.

0 n

v 4 (A0 13
Y .G YA ™ >t [ I
DY 17h s [e) —t 11 Lo —

A\ v &> [aP) S| il = e
() ———

fal la—t
s - — n
e P G Deah= H
A\I74 < (o) HI" =) 1T o = D =) 11
(v o - (=4 [~ == -

. Key Ep minor. Leading-note, Dff. Relative Major, G).

P = =
NV DN [«”) 3 | > o -
ANYY4 14 - (o] — 1 = e = i |
2, = P—
Fa't bt I =
% ki 11 —— LD n
SL__.__K_G (o) H [ = |

e e Uy S P

{1 P e e
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Key Ap minor. Leading-note, Gn Relatxve Mﬂ.]OI‘, Cp.

D—h-y o e I fo—o 1]
7 . M) T — 11 i o B—— 1]
(P Dy T =11
A P V8 1
o/

AN o floo & -9l

{7 e s - IR T e o s n
2 RPD (@ B t g | i 11
(2 p i —e If S—eH
A\ PP 1t 1]
</

95 The terms Tonic Major and Tonic Minor are used to signify a
major and a minor scale (or key) with the same key-note or tonic; as C major
and C minor, F major and F minor, &c. Thus, while the Relative Minor has
the same signature as its Relative Major, the Tonic Minor has three flats more
or three sharps less in its signature than the Tonic Major.

(2) Key A minor. Its
Relative minor (same
signature). 4 _ o-

(3) Key C minor. Its Tonic
minor. (Three flats more).

Il
(1) Key C major.
Fal

2) Key C# minor. Its (3) Key E minor. Its
II. Relative  Minor (same Tonic Minor (three
(1) Key E major. signature). sharps less). g

(3) Key G minor. Its Tonic

(2) Key E minor. Its Minor. (One sharp less—

IIT1. Relative Minor (same two flats more ; equivalent
(1) Key G Major. signature). to three flats more)

lz—--’z PN <> 1 § I A S
!

= 7 A B |
T e &S 1 %

A Major Scale differs from the ‘‘true’ form of its Tonic Minor in fwo
notes only, viz., the 3rd and 6th, which are botk major in major keys, and doth
minor in minor keys.

96 In Minor Scales—as in Major—the 1st note is the Tonic; the 2nd, the
Supertonic ; the 3rd, the Mecdiant; the 4th, the bubdommant the 5th the
Dominant; the 6th, the Submedlant and the 7th (of the Harmonic form),
the Leading-note.

, On comparing any two relative scales, it will be seen that the Mediant of
i any minor key is the Zonic of its Relative Major, and the Submediant of any
major key is the Zonzc of its Relative Minor.

2. C major.  Tonie. Submediant.
T ]
= (&N i
(@ ————— (7 i
&
i A minor. S ? 2 S
-9 71—\ n
Fiiny ===t T2 =3, i
- AR (e = &) - 1]
J = e Sub- Leading- Tonic.

-&-
Tonie. Bupertomc Mediant. domnt Dominant. medipnt. note.

97 Chromatic Intervals do not occur between any two notes of a

major scale. They are found in minor scales, and may also be formed bv
means of sharps, flats, double-sharps, double-flats, &c.

o=
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The usual chromatic intervals are all either Diminished or Augmented ;
and they may be arranged as follows :—

Diminished 3rd = one semitone less than a Minor 8rd.
Diminished 6th = s o Minor 6th.
Diminished 7th = 5 o+ Minor 7th.
{Diminished 4th = s = Perfect 4th.
Diminished 5th*=— = - Perfect 5th.
Augmented 2nd = one semitone more than a Major 2ud.
Augmented 3rd = .y o Major 3rd.
Augmented 6th — ,, . Major 6th.
{Augmented 4th*— ' i Perfect 4th.
Augmented 5th = L3 5 Perfect 5th.

To these may be added the Augmented 1st, or Chromatic Semitone, and the
Augmented Octave. (A Diatonic Semitone occupies fwo degrees of the staff;
a Chromatic Semitone, only one.) It will be seen from the above that

¢ Diminished ”” means ¢less than Minor,” or ¢ less than Perfect.”
¢ Augmented ”’ means ¢ greater than Major,” or ¢ greater than Perfect.”

EXAMPLES OF CHROMATIC INTERVALS.
Augmented 3rd.

Chromatic Augmented 2nd. Diminished 8rd. 5 semitones. Diminished 4th.
Semitone. 38 semitones. 2 semitones. (rarely used.) 4 semitones.

I ; 7 T T 5, 11 T s n
%k—a__{’#cﬁ@;mszﬂjé— g—_ﬁggg:ﬁ—e_—ﬂ

N—’ -@P e
Augmented 5th.  Diminished 6th. Augmented 6th.  Diminished 7th. Augmented
8 semitones. 7 semitones (rare). 10 semitones. 9 semitones. Octave.
Fa Pl
[A— to—— it s s —teo—f—f——|
Ho—to——i—se—fr#=—to—fppe—d——j ¢ {
vt e- -- S -&-

98 When “inverted,” chromatic intervals follow the same rules as diatonic
intervals. A Diminished interval inverts as an Augmenled interval, and vies
versd.

99 The Harmonic form of a minor scale comprises four Diminished and
four Augmented Intervals. The Diminished intervals are most easily found by
writing the scale starting with the Leading-note :

—2 — — b
—— 22—
== —
| T—
It will then be seen that thereis a Diminished 4th, a Diminished 5th, ana a
Diminished 7th, reckoned from the Leading-note, in addition to the Diminished
5th (B—F") reckoned from the Leading-note of the Relative Major.

The four Augmented intervals are found by inverting these.

H

i = o
Dim.4th. Dim.5th. Dim.7th. Dim.5th. Aug. 5th. Aug. 4th. Aug.2nd. Aug. 4th,

¢ The Diminished 5th and Augmented 4th may be either Diatonic or Chromatic.
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100 A Chromatic Scale is one that proceeds by semitones.

The Melodie Chromatic Scale generally ascends by sharps und descends by
flats, that form being adopted which requires the least number of accidentals,
and is, theyefore, easiest to read. (See Appendix.)

N.B.—Sharps, flats, &c., not in the signature, but introduced during the progress
of a piece of music, are called accidentals. !
101 The Harmonie Chromatic Scale is written the same way, both in
ascending and descending; and it should comprise the following intervals—
reckoned upwards from the Tonic:

(1) Minor 2nd, Major 2nd ; Minor 3rd, Major 3rd.
(2) Perfect 4th, Augmented 4th, Perfect 5th.
(3) Minor 6th, Major 6th ; Minor 7th, Major 7th.

EXAMPLES,
,,_ (a) € major (or C minor).
e = : hes—H =—H
= M 4 1 Ve )] i9{ew] A - A n
' ‘(; s In B )| (o) il — bt | Y 11
[ & 19 O VTR s
o0 | ¢
=2 n
=2 (o] -~ B [ 11}
| fonY A=t A= (o] 0 {e”) Py . 1]
X = i) 9 (a] V=Y Iy 1 4§
'V SV T PO o
. (8) Ap major (or Ap minor). . o b B fe e-
| a7 AR Y I 1 P Ta =Y P (o) A bt 1] 1]
T " RILV Mo B e 9(e”] = 3~ 11
| foa a0 (o] LA™ 4 LB o 4 d . 11
| N a
[
a1, S o bo 5 b . .
s e e e H
= =
G2 —o—]
J

102 The Harmonic Chromatic Scale includes the mszjor and minor scales
of the same tonic, together with the minor 2nd and augmented 4th.

The student will note that “the 1st and 5th scale degrees are used once
only, and each of the other degrees twice,” in the Harmonic Chromatic Scale.

103 It has been seen that a double sharp, X, raises a note two semitones
from its natural position in the scale of C major, and that a double-flat, bb,
lowers a note two semitones.

Triple sharps and triple flats are sometimes used in theoretical treatises, but they
are never found in practical music.
The following diagram shows al/ the names which notes may have without
going beyond the double-sharp and double-flat :—

Bx Fpb Ex Chbb Bx Fpb
Dp Ep Gh Ap Bh Db E
cz D2 Ff Gt Ag cz D

(o] D E |F
Bf |Cx | Dx |E
Dbb| Ebp | b | Gbb

G#, Ab; has only #wwo names in this mode of reckoning.
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QUESTIONS ON CHAPTER 1V.

1 What is the characteristic difference between a major and a minor scale 2

2 Name the Tonic of the Relative Minor of O major. Name the only note in
the true scale of A minor which is not a natural. :

3 By what interval is the Tonic of a minor scale always lower than that of its
Relative Major P

4 What 18 the connection between the signatures of minor and major keys ?

5 Name the Relative Minor of each of the following major keys, or scales—
G, D, A, E, B, ¥z, C2; F, B?, Ep, A», D2, G7, O7.

6 Name the Relative Major of each of the following minor keys, or scales—
B, D, A, E, G, . F, B, A%, Ap, Dz, Ep, G, C%, F.

7 Name the Leading-note of each of the following minor keys—F, C, G, E,
A, D, B, By, Ap, Bh, F%, G4, G2, Dz, Az :

8 Explain the terms Tonic Major and Tonic Minor.

9 In what two notes does a major scalo differ fromn the harmonic form of the
Tonic Minor ?

10 Name, with examples, some of the usual ¢ chromatic ”” intervals.

11 Name the Dominant and Subdominant of the following minor keys—
A’ El B’ F$1 Cﬁ’ Gg’ Dﬁ) Aﬁ; D’ G) O, F, Bb’ Eb! Ab'

12 What is a chromatic scale ?

183 Name, in order, the intervals found in the harmonic chromatic scale.

14 Give two other (enharmonic) names for each of the following notes—
G, D, E T, G, A, B, Cf, Df, Ff, Az. What key, or note, on the piano has only
two names ?

'

EXERCISES ON CHAPTER IV.
1 Place the necessary sharps or flats befcre notes of the following, to form
true, or harmonic, minor scales—the first note being the Tonic in each case—

=7 7S Q'J‘O-g—n*n
- = | /NG = >
m m— 1 e I I =2 1
—9_
o2 =
o @ P )

s < T (72| WZND PP RS 1
LA = o st H_Z. (a7 ] [\ 7D |
1= s S TS= 1
L g 1 A 1 ¢
n 0 - L2

— PN R | WA - ot
—— oo i —
Ry—e e 1T R o X7 L
[% e B <7
n P h >
[ R | W/ (PRLES |
i{(‘) hocuﬂ'l:\ i)oGOC & Ouo'—"' =|
t ;GLQGD T 1 (PRl 1t
(]
- o n o i
— — e o= oL 1
- L= {11 D 1 B -2 (|
=2 [ A VN o {1 fon }
T\ (BN Ve I[QL)V | §

2 Write in the treble clef, and again in the bass clef, the signature of each of
the following minor keys:—A4A, B, Og, D, E, ¥4, G%, G, F, Ep, Di, C, Bp, A, Ap.
3 State («) the Minor Tonic, and () the Major Tonie, indicated by the following
signatures: —
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4 Give the names of the following intervals, and state the Minor key, or scale,

from which each interval is taken : —

N.B.—The lower note of a Dim, 7th or Dim. 4th, and the upper note of an Aug. 2nd
or Aug. 5th, is the Leading-note of the Minor Scale to which the interval belongs.

(@)

g be o
[ iy e D = pez 2
m iy 3
Ho 2 A=A 1 #5 m y1£ ) oLy i
I 1L <> - 1 a”] ! C:
[V > - % i
0 1
— tr 1]
= C : ; DR i}
LAY " E. =N Ao Bl N 19[«”] = B  §
i \)V MO“ U‘m 17} =g nr)nl—’ i3
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—
5 ¢
s to “
| w7 . . XTo 1A Tiiler] it
t_\kL' bl iter] ™ U ed .l I U2 o
e Lo = 1o 0 & ¥ o> B— 2 is(a)
TE— () 1) i) i it LR
N beo /=) .
[ 7220 la L OO L A= C.d ¥ Y=Y n
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|y e | 7 20D = 4 } H
= ) g K. q =Y I qc‘ 11

5 Name the following intervals :—
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H () 1 Py = = [a) (e] (] = = 8
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6 Write an augmented 2nd above each of the following :—
=2
= 1 n
=D A T iy B—Des e —fes P —Jfco—
Vo #> o o Ve he 4 ;
Fal
| " & Le n

7 Write a diminished 3rd above each of the following :—

w2 O s m [y k. = —.
v 99 59 59 IV fe>) HI ga b (o] S .l

c id 1 iia

k,-.lqagc%,‘cvoﬁn'&axo

oy () 1T X5 v n
M H
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k —H

‘Write a diminished 4th above each of the following :—

| =y
s — o) <
el

o/ =N O ke #6‘ #a o
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Vot
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=
(@] — C.P=Y
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= Ay - B m R
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11 Write a diminished 7th above each of the following :—

Vo)
7 "
% " ™ L. =Y P ———
|18 fa0) m Ak L. PN R M- ) {ev] i
L7 m .Y P B D | L [vy=Y XTI o Lok
o/ #6— T 1 = - G T
Fa
[ 4 n 18
| D .6 1? | = 12 1
| I T 3 1. 151 LICP )7 n L= QT ' AL 11
o Yo " | e § n TP dla 1
S v pr ] e

12 Write out all the diminished and augmented intervals found in the har-
monic form of the following minor scales (see Sec. 99), A, E, B, Fg, Cf, G#, D,
G, O, F, Bb, Eb, Ab.




The A B C of Musical Theory. 49

13 Write harmonic chromatic ancendmg and descending scales on the following

tonics : —

0, 0z, Db, D, Ep, B, F, Fz, Gp, G

, Ap, A, Bb, B, Cp.

14 State the relation-names, as Tonic, Dominant, &c., of the following notes,
regard.mg them as belonging to the minor keys indicated by the signatures :—
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15 Give the names of all the intervals formed by the notes of the following
chords :—
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A \IV A L‘I
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CHAPTER V —MusicaL Terwms, S1eNs, ABBREVIATIONS, &c.

104 Terms of Force, or Loudness :—

Forte, for., or f = loud.

Piano, pis., or p = soft.

Mezzo, or m = medium force.

Fortwssimo, or ff = very loud.

Pianissimo, or pp = very soft.

JIf = as loud as possible. ppp = as soft as possible.

Mezzo-forte, or mf = moderately loud.

Mezzo-piano, or mp = moderately soft.

Crescendo, cres., or —=—___ = gradually increasing in loudness.

Decresecendo, decres., Diminuendo, dim., or __—== = gradually
diminishing in loudness.

Lolee, or dol. = soft and sweet.

Doleissimo = very soft and sweet.

Lorte-Piano, or fp = suddenly loud, then soft.

Sforzato, ov Sforsando ; sf, or fs = forced; like Forte-piano.

Calando, Morendo, or Perdendosi — gradually slower and softer; dying away.

e e T, e T

105 Terms of Pace, or Speed :—

Grave = grave, heavy, slow, solemn.

Largo = very slow.

Lento = slow.

Larghetto = not quite so slow as Largo.

Adagio — slow and expressive.

Andante = at a moderate pace ; gently.

Allegro = merry, quick, lively.

Presto = very quick.

Adagissimo = slower than ddagio.

Allegretto = rather Aliegro; v.e., rather quick, but not so quick as 4lsgro.

Andantino = a little slower than Andante. (Some writers say, ¢a little
quicker than Andante.’”)

Moderato, or Tempo moderato — at a moderate speed.

Zempo comodo = at a convenient, moderate speed.

Zempo ordinario = in ordinary time, 7.e., moderate speed.

Tempo giusto, or @ tempo = in strict time.

Prestissimo — Exceedingly quick ; faster than Presto.

Accelerando, or accel. = gradually increasing the speed.

Rallentando, or ra/l.; Ritardando, rifard, or rit.; Ritenuto,
riten., or ril. = gradually slackening the speed.

Meno = less; Piu = more. Meno mosso — less motion, i.e., slower. Piu
mosso == more motion, ¢.e., quicker.

Stringendo = hurrying the pace.

106 Other Terms, chiefly relating to Style.

Ad libitum, ad Uib. = at the discretion of the performer, 7.c., quicker,
slower, louder. softer, &c., at pleasure.
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Alla = in the style of ; as Alla marcia, in the style of a march; 4lia
tedesca, in the German style.

Alla stretta = Accelerando, increasing the pace.

Alla Breve, and @ Capella = in the church style, .e., in the style of
stately sacred music.

Agitato = in a hurried, agitated style.

Animato = in a lively, animated style.

A poco a poco = little by little, by degrees; as eres. poco a poco.

Appassionate = in an impassioned, emotional style.

A pracers =: same as ad libitum.

Assai = very, enough (as Allegro assaz).

Attacca — attack at once ; go on immediately.

Ben = well (as Ben marcato, well marked, well emphasized).

Brillante — in a brilliant, showy style.

Cantabile = in a graceful, sustained, singing style.

Con amore = affectionately, tenderly.

Con amvma = with life and feeling.

Con brio = with energy and vigour.

Con espressione, or Espressivo = with expression.

Con forza = with force.

Con fuoco = with fire,

Con gusto = with taste.

Con moto, or Con spirito == with spirit.

Con tenerezsa — with tenderness.

E = and; as dim. ¢ rall., gradually softer and slowel.

Furioso = impetuously ; with fury.

Giiocoso, Gigjoso = gaily, brightly, joyously.

Grandioso = grandly.

Grasioso = gracefully.

Leggiero = lightly.

ZLegato = smoothly, in a connected, flowing manner.

Staccato = notes cut short and distinct.

Ma = but; non = not. Allegro ma non troppo = lively, but not too
much so.

Maestoso = in a broad, grand, majestic style.

Marcato = notes well marked and emphatic.

Martellato = hammered ; with much force.

Molto — much, very; Adagio molto, very slow and expressive.

Pastorale == in a quiet, pastoral style.

Quasi = almost ; 1n the style of ; as Quasi ad lib., almost at pleasure.

Sempre = always (as Sempre ff).

Sostenuto, or Tenuto = notes sustained their full length.

Soave = sweetly ; gently.

Tempo rubato = robbed time ; making certain notes longer at the expense
of others, for the sake of expression.

Vivace, Veloce = in a quick, sprightly manner; swiftly.

Voltr = turn over (the leaf).

Volti subito, or V.S. = Turn over quickly.

Sotto voce = in an undertone; softly.

A mesza voce = with a medium force of voice.

Colla voce = with the voice. ) Indications that the accompaniment must

Col canto = with the song. ; follow, or keep time with, the principal

Colla parte — with the part. part or solo.

gu:}“gnh-» —

G

} See below.
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107 Other Signs, Abbreviations, Graces, &ec.

The Swell, =—__ ~—__——, is a combination of crescendo and
diminuendo ; it is frequently placed over long notes.

An Explosive tone (similar in effect to sf or fp), is marked by the
sign = or A placed above a note.

An Organ tone (sustained with equal loudness throughout), is marked
with the sign — placed above a note.

= = A
1
1

1

I
(o] (&) o] o) £ |2
H H 1 : - |
t JI Il ! I ]

=i

.::E" |

¢

A Pause, Hold, or Corona, -, placed over or under a note,
lengthens it ad [:b. at the discretion of the performer or conductor.

M, or MM., Metronome, or 2et., an instrument with a pendulum for
beating time.

M. J = 92 indicates that a crotchet is the beat, and that there are 92 beats
per minute.

M. & - = 60 means ‘60 dotted minims per minute.”
M. &N = 120 means ‘“ 120 quavers per minute.”
A Slupr, —, indicates a smooth, connected, or legato method of per-

formance. In vocal music, a slur placed above or below two or more different
notes indicates that they are to be sung to the same syllable :—

N = TN N -9 N
e e e =
‘With songs~ so clear, so  clear and bright, &c

Staceato notes are represented in three different ways.
(1) Meszo-Staccato, shown by dot and slur ; notes held about three-quarters

their full length :—
= t —* t
o/

(2) Staccato, shown by dot only; notes held about one-ralf their full
length :—

= —T1—1 2 2 | e ] |
rvj . t t : v 0 > l

(8) Staccatissimo (very staccato), shown by dash; notes held about one-
quarter their full length :— ‘

P

?
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Repeats. Dots placed before or after a double-bar indicate repetition.
Thus, in the following :—
(1) Repeat the music affer the double-bar.

(2) »w o before
(8) y T both before and after

@ @ ®)
E-E == SE-=

D.C., Da Capo: repeat the first part of the piece, d.e., from the head, or
beginning.
D.S., Dal Segno: repeat from the segno, or sign, marked &. The end of
a piece after D.C. or D.S. is indicated by a hold, ~, or by the word Fine (the
end).

At the close of a repeat the ending is often changed ; this is mdlcated as
follows : —

| 1st time. || 2nd time.

: . 5 !
==

A repetition of one or more words is indicated by the sign J-.

%

The word &is (twice) written over a short passage directs its repetition :—

- WRITTEN. Bis. - PrLAYED.
- — = f EH_‘I
el H—r ==
o/ 13 I T H H T YA R o — ! g J i H |

Abbreviations chiefly used in manuscript music.

‘WRITTEN. . -
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WRITTEN.
o p— F——
A e e
Gd—a———— e =
(v
Prayep = — — m—
12 | ; —— NS BEs BeN ===
" 4 A o ) '} & } 1T T T o T ] | I L I, ™ | 1. 1
M B T S TR HIA™ I § SR M ke S [ T il (| [ Bl [ = [Tl | 1 |
fan) 4 - = o 0 [} (B8 el (P iy g —1
LT ik = | B = B bl a
o
\Vr_}ir.:a& e Arpeggio.* Simili.t
N ! i . o ”__ et .
FESFEr I S = =3 =|
4o 5 ——*“HW
PrayED. /'
=

The letters 8., A. (or C.), T., B., stand for Soprano (or Treble), Alto (or
Contralto), Tenor, and Bass.

The Direect is sometimes used at the end of a line, or page, to indicate
th.e first note of the next line, or page :—

—2 T B T —2 f T [

In pianoforte music, the word Pedal, or Ped., indicates that the right pedal
i to be held down until the sign % occurs.

The words una corda indicate the use of the left pedal ; the words #re corde
chow when the pedal should be released.

The letters R.H. (or M.D.) indicate ¢ Right Hand.”

The letters L.H. (or M.8., or M.G.) indicate * Left Hand.”

Ottava Alta, 8va Alta, or 8va.--This direction placed above a
pussage indicates that the notes must be played an octave higher than they are
written ; the word loco shows when the written pitch must be resumed.

WREETEN 300000000 860060 0060 080000 : l:co
H{ —t—tT— — } o = |!
.\)l s S| I i | | — [ Se—— L1}

o2 ‘E L
. 2o E
o Prayeo. o ® _Iroie -z
e ey

1 = = { T E

P Lt I ' —- H

) y ]
108 The following are the usual Graces, or Embellishments, with
the customary method of their performance.

Appoggiatura.
‘WRITTEN. < R N
[ o Al
B e —
PraYED.

-

A
7 I E 1 I P il

t \
The exact duration of the appoggiatura is in many cases so doubtful that
this ornament is now rarely written.

* In the Arpa, or harp, style. * Simils = in the same manner.

PP e St i i —

i
3
i
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Acciaceatura, Short Appoggiatura, or * Stroked ”
Appoggiatura.

‘W RLTTEN.

The acciaccatura should be played as quickly as possible, and ¢ crushed,”
as it were, into the following note. In modern compositions it is often played
as follows :—

Nore.—In the ordinary appoggiatura, the accent is always placed on the ¢‘grace”
note ; in the acciaccatura it falls on the ¢ principal ’* note.

Turn, or Grupetto.

(a) Direct, or Common Turn.
o e PrAYED.
e — e e |
Y e = e

Here, C is called the principal note of the turn, D the upper auxiliary note, and B
the lower auxiliary note.

(1) Turn placed over a note. (2) Turn placed over a note.
In slow time ; or before a rest. In guick time; or over a short note.
N ~ ~ n ~ . ~ land
——=— — S e s e
=io=———
ﬁ:’ﬁ- = e (

PrayeD.

PrAYED. o -
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(4) Turn placed over the first of two notes of the same pitcn.

(5) An accidental above the turn refers to the upper auxiliary; below the turn t¢
the lower auxiliary.

& b
a TL hod =
— 1 1 | =) 1
M r.d N .t I ]
[ [ - r.d [ 4 i |
| I N L. - b § F 14 4 |
Ay |
PLAYED. ————
= - i 1. = 1§ ]
o = : -
] | -"E_;:T = :ﬁﬂﬁj&h::ﬂ
J i e :
e SSS——" \i/

(6) A turn upon the first note of a phrase, or some other specially prominent note
of a melody, is often given with 5 equal notes

: 13}
=== e
1'/ | é | H
PLAYED. ~ —
g Y
7 5 \ N
-
£ ' . ';Il 5 11
N —~

(7) The notes of & turn are sometimes written in full.

_. a§= -o-

£} fal
17 AT ) ) — i |1 . 4 3} | | a
y . .
& o }——o
[V 'Y} b =
Pravep. -SSR .- Pravep.
9 4 P —a— 9
4 ha 1 1 B A3 ) H —4 n
£, {',l ) H | 1 1 114 2 1 " e 2 0
L ] el
UL‘ I.J—Kfé fiﬂq—_‘

(¢) Inverted or Back Turn: commences with the lower auxiliary note. The
rules for performance are similar to those given above for the direct turn.

2
‘W RITTEN. ? b 4
. A TETRR £ =2
£ - T | { t = = H
) g 1 - P ‘ L 1
¥ T o I = q! o 13
—=—H}

sl ——
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The Shake, or Trill, is a rapid alternation of the principal note with
the note above ; it usually ends with a Turn.

A ‘WRITTEN. tr.
I | 1 =Y I
1 I -~ 122 11
J £anY T - i ' 11
A\ 74 I N - 1 1§ I} LS 4 |
¥ Pravep. or (in modern music) 5
\p E— et s o e B 11 0 e e O e e e 00 e . by (1]
</ [ [Eem——
WRITTEN. ) .
? ir. ir.
0
17 A [ & — o |
y of | = i |
L Tt =1
A4 -, - |
e PrLAYED.
' 3&2‘ = o e P Y o (R e e Em Lo oy IP'I—Eg
e, . e B it s e =
P ] . o e B e " e e R |
e
ir.
4 > L []
== p e —— :!
104 I I~ — E— 1
a) n
o — 1= 1
H == | a
7 ] 08| 4 )
. = r -]
WRITTEN
tr. R Y VP
‘H§ T ]
A7 T s —
& !
i PrayeD
7 . Pt e, e
D . = e e e e et — e —
r'v) q ] e I [ —
ir.
‘{[‘ 2 | V=Y 11
o ro = 1
SO—er I H
T 1§}
» H
A\ =, ; — — Jal=t: H

Mordent, v'; Inverted, or Stroked Mordent, ; Long
Mordent, ~; Inverted Long Mordent, vs.

WRITTEN. W w» e
o S v, } ? e s
~ t | |’ - U 1 T =T H
g}j T NL_L_]___ | = - o
PLA!ED.

— |———LI—

The Mordent a “ snap,” or ¢ bite,” is practlcally a short skake, or treil.

N.B —Some authorities call 4 the ‘ mordent,” and 4 the ‘“inverted
mordent.” :

5
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Chain of Shakes. (a) Ascending. Generally egch shake ends with
a turn. ‘

£ tr tr tr tr tr
[ == >
‘WRITTEN. lF@ Zﬁr I ‘: i| i | &e.
(v e e
I_G 3
Pravep. [l k— T TR rr——— &ec.
D ———pot—t { - 'iﬁi‘_"“q‘
[ =K N g @ -0-g o
4 o907 ,:- W -‘ 7
Often the turn is indicated by small notes ; thus
tr
r—9—0——\—ﬁ in 1
EEESE m:tl
o

(&) Descending. Each shake except the last ends without a turn.

» ir ir ir
W, o — e ===
RITTEN. %ﬁ_ . _: = [d _!L!
/‘\
Praven. mﬁr b—lﬁl’_’lﬂ‘ﬁ"m'mﬂ—!t:ll

N. .B.——In performing a shake, the number of notes played depends upon
the length of the written note and the speed of the passage.

Prepared Shake (or Trill). Also called a Graced Shake.
A shake with a preparatory note (or notes) showmv exactly how it should

commence.
tr

‘WRITTEN. #1—&" —'—“—'i Pravep. [ﬁ___?‘_?!'iﬁﬁlf_!: &ec.
r l j »
-

l\‘J/ t

See also the examples on page 57.
Graced Turns are sometimes used in a similar manner.
An accidental placed before (or in some cases above) the sign for a shake

refers to the note above the principal note ; thus
‘WRITTEN. | PrAvYED.

¢
%JEFEHEE?‘:H ot i e s
E’b‘L—‘ T = ) ¥ L.\/U .

Long Mordent beginning with a Turn.

PR
WRITTEN. ij:ﬂ PrAYED. g_._.‘_’z CerAnt] 1“’ - —_"

(%
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Long Mordent beginning with an Inverted Turn.

(\w
0 P S —
WRITTEN. F?rf—e—_a—ﬂ Prayep. ﬁ%"’ !""'1_["_0_:‘1_
| 3 X —% et e et (1]
o/ o/ ) = S———

N.B.—Both these Long Mordents usually end also with a Turn, which
is sometimes indicated thus () » Inverted Long Mordents may also

begin with a turn; Cdwan or L), but they are very rare.

Slide, or Schleifer.
n ﬁc § <1 { '.“ —of e _'§
Wrnrrex., f—*——_% < / ' =o

EXV

N

a

(1]
.

e

Pravep. Egﬁg o =

It should be remarked that the time given to the notes of a Slide is often taken
from the preceding note.

Double Turn.,

~
re

\' 'VVV.R[TTEN. igﬁé’—_—’]___:gg PraYrD. E_

! Beat.

la 4
fal
anrmx.%f_:orzl_— Praven. | F—,{ ; ,_-—¢:or:,—_o__—. —
— L w A —
h—_-—-d e |

The sign ~ is sometimes used for an Inverted Turn.

Downward Arpeggio.

WRITTEN. E&;,@% PrAyED. @%ﬁzu
e _—

Double Appoggiatura, or Anschlag.

. {
‘WRITTEN. %&Eﬁ PLAYED. %ﬁﬂ

Appoggiatura and Shake.

Wmn‘mx Pravep. Or in quick time.

5
e srarte|

(3
1
By 1 T ll\V"t [ — . I 1 7R 3
o/ g ' (%
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Afternote, or Nachschlag.

o . x A
s ==
QT T T

n T Py
PLAYED. Iéé’;_g__p D ._p—l—g——F e D—FQ——'—.QA'—Jf:i‘J-—j]
45—E_$‘— mt PR ~— S e |
& ==
Seel N

N.B.—There may be two or more afternotes.

EXERCISES.
Re-write the followmo passages in full :—

(1)

Zri=t

gt = s

Re-write the following extracts from classical works as they should be played.
(1) Appoggiatura and Acciaccatura.

(#)  Presto. (b) Moderato. et A
< N = -——i:E
e e ]
el gy == .i:g: —n
p—

(c) hIf oderato

¥ y
i #E%ﬁ—r——an—-:::g-—mg—#;——;.j =

~
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@ _N=96. . f, e fefis

(¢) Moderato.

* —
F-d
Sl

FRH

ral 3 o I
o= RN e e RN
- —y—— —=_rEEE —
) ¥ o e 3
e e

BN

(f) Andante.
Pl

e

e 7
e e
==

(9) Moderato.
|

2) Mordent, Inverted Mordent, and Long Mordent.
(a) Allegro. (b) Allegro vwace

”‘_‘&—-—E—t—l‘:j?—‘éﬁé e e

(e) Allegro. (@) Presto.
)

o W = ’W{'____->. P we W
e e
" L=

e w g o
F—h— # s A — :Ll'& pp
e e e e e e
Lp Gt [ —— 1 f I tr——t *—5H
</ i = | e
(%) 9'—84 (%) G’aiiy "J[’ ,Vi\_
b

(5) Aoderato.

%Hg—#eg ;.—ng—, ey
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(3) Turn, and Inverted Turn.
(@) Prestissimo.

Jir% ¥ i ' ~ 'E' b
— Lol —J— 3 ~ ~ -F- Ll I~ ~
%&e‘iﬁ—‘ B 7] = = —
: 4 e e e |
[51 I 4 "l 1 |4 I" 18 )
(&) Presto. E (¢) Moderato.
= Y B
7 ~, B F
oy o _o.T o £ -§ "’: . _n# e 3 3
sl I [ Lg. I fisf e |73 I 7« ) o i - > (1]
A r | 1 v (=l 4 i H-Z. [ et | S =l 1]
AV ! 1) —1Em a T I - (3 i
Ei@ M [ i 1§ AN = | P LT L'I'
</ < <o
@ JN=88. (0 N=16
- fexd :i P o) ety
#g_ T e e B 3 ;_gﬂ_i'-__ ==
E e o e G e
. - W ~— YV S
(f) Allegro =< - (9) Laghetto. =
BT A
5 ef=T T e 8 o Lo _ o ® .
@m{:&:@-__iﬁ:_.ﬁ::ﬁbﬁﬁ = |
-~
(h) Adagio.
S R —
P‘ﬁ [ — S S— () Irl &e.
= e
g
(k) Moderato. ’E’ ’E
bt L EEEE rErErF
| . N, et 1 I I H i | - A
| .4 . Y &) H H il e =) M =3 i}
HY———= 1 ——H
o/
(1) Quick. ) ?
IR : > w
6 e T —— —— [ ———f]
| ]. H 1
e el
[ e A

(m) Slow.

e 4 w

Pp- fi::izi-_izﬁé__;ﬁ."_'@;_f_{__i
=

N~

o/

'4) Shake or Trill. i
(a) Allegro.
—_— T

o-* 3
pE=s s i
——— : Coamne

(b) Allegro. £ Ehan

n [3

—*L:r'—h—r"—i-——l‘——,’—ﬂ——oio—-——ﬂ
o e o e e e " X2
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(p) Aliegro. a tempo.
rit Waeraonans tr..

mﬁ':hﬁ%l e =

(9) Allayretto

S T 1 1]
%_, o) BEE e e
v o alliy Cos o il ¥ 1 1]
(ry =138
~ '
tr tr
i o s D
e el
E.ufu t 't> ] 1 i % H
(8) Moderato.
” 2 .
= { - | T ) é e

(¢) Presto. Uovseesnnns
=1
v T e, -

(w) Vivace
Erecevannns
R —F9 1 —i &
%_p._J‘_)L__@'__I_O_.__ — —. C
9.'___99_'__]_’—.  —]
I \_/L I
9 teeaeane on

..............

All Ir.ieae
(w) egro assai. b tr

I
lJ‘ |
(5) Slide.
(a) >
") o} o -
5 — ; = ) AL = 1 n
B i
X —=— ) e v % 1 —H
—

(8) Allegro viwﬁ_ ﬁ/_ 5/' ‘ g- _Eﬁt 3 ‘.
o ) ; —

= B2 " e =z = = e
= w#“f‘?”‘u SrTEE R ,:r—:hE:“ e JJ_H
X Lt & " v T [ 4
o Z ;

. (e) Adagio. Ee=a=====

Hefd=—— ey ,Al—il—h”‘“g*;:s——ﬂ
L h o -
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(6) Miscellaneous.
(a) Andante. A I~
—

(5) Adagio.
m~~ *«f ===
L
(c) Vwace “‘k.‘ . }_ :ti - &
e
ﬁ#ﬁ e |
[ ¥
(d) Andantino.  tr tr tr St
/—\ /‘\ _(
ﬁ%— = P
I'Y‘V - -
—— —— =
Lento.

W*ﬁﬁf:ﬁfmﬂ

(f) Andantino.

tr tr tr

)
Y

__;__L__‘:_\ |

%) Moderato.
(9) Spmtoso (7) s ;) era ol ’;
- 3
(%) Moderato (Z) Mo derato.
tr
%&:’E—_—'—' lmw%—-__,,..— ;
# B e et
<o i
(m) Vivace.
‘ _— [Ner
E% P —9— e
Xy 41-_1— (-, = EH‘

==
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(o) Vivace.
i oA t"/——\
[ﬁ\%E & H 9‘ (> - r"‘“ﬂ
(p) Andante. (q) Slow. %‘}«'
E., -—ﬁ-&?ﬁfﬁu
(r) Adagio.
r—9‘$J 'TMh I“:- == 1]
Ho——2— —agﬂilaizz};—.;g,ﬁ_—_ﬁ
R
0 J=50. ) ~ =
O e OB N
F@fﬂ_g—ﬁ::dﬁ‘—zﬁf =ca—Fxa)
</ 4 |
(t) Andante.( () Largo.
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FEE= e
= ;%:
(@) ,‘=100 M‘/""\ (w) J__SO
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(%) Allegro. 2 e vann 2 . (3a0ae
FEiE=EEECse e e e

</ bt | L g =

(y) Andante.

= v - = a
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(2) Moderato o
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(as) €Y —~of
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CHAPTER VI.—MISCELLANEOUS.

109 Syncopation. Syncopation is a temporary displacement of regular
metrical accent, i1t is a ‘‘suspension or alteration of rhythm by driving the
accent to that part of a bar not usually accented” (Stainer and Barrett).

110 Syncopation may occur in many ways. The following are the two
chief varieties of syncopation :—

(a) When a note commences (or ¢ is struck ’) on any weakly accented beat,
and is continued through the whole, or some part, of a more strongly accented

beat following : —

g g ; g g g

m'.g.b&m.:éﬂ,:éb” E CORRSR I Y,
#4473 £ 83 544548 § 4 9 3
% P EF w BEBE abEBE © B =2 B

Beats and Accents.

0
; L 3 : ; L ] ) 1 7 L ) '_!:"
s i S s W B s S W w s e b e =
Syncopation marked t. T
—~
A T~ e __e@ t 3 R 1'
T oy I —]
— ! f h“ #
= m ) ®) @ ®)

(1) Begins on weak beat, and is continued through medium beat.

(2) Begins on weak beat, and is contmued through part of following sérony beat.
(3) Begins on weak beat, and is continued through strong beat.

(4) Same as (1).

(5) Begins on weak bent, and is continued through part of following medium beat.

Beats and Accents.

0
43 + i i n + 1 H n H H
(@] ! 21 17 ! I! ! | ! ll“l"l F 1 | l { L! H ! I! 1‘ !  §

N¢

Syncopation marked .

(6) When a note is struck after the commencement of any beat, and continued
through some part of the following beat : —
Syncopations of the first kind marked (a); those of the second kind marked ().

(@) © © oy @ _ () @®__ -
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111 In general, syncopation takes place whenever a note is prolonged, or
continued, through any more strongly accented part of a bar than that on which
it commences. The accent which the syncopation ¢ anticipates’ is thrown
back on the syncopated note; hence, in performance, syncopated notes are
generally specially emphasized.

Some well-known examples of syncopation. (Syncopated notes marked 1.)
L t From HaYpn’s Creation.

= et

i t From BEETHOVEN.

From BEETHOVEN.

t + i T Iy -~
'f 9 ) h (3] I 1 l
(5 _m;q_l:;__‘_t H_J_!_Ed_d_‘_é_l.__ﬂtgj
{
~" ~—" S~—" ~" ~—" S——"
112 TFormerly, such a passage as the following—
-0 = ) (o] ] > c =
[ 4 A 1 [&] |2 i j f et () ~— | Y
e o i (9] H 11 T [} ot == == o
téﬁ ) = - I - 1 '
i Ll e ! | B - 1 W
o/
would be written thus—
Vo't [o»] ] -
| S 4 4 ] 1 T (o) -
[ 53 1 () T Pk e (o)
[l Y ) =y Py A i L '
[\ — = 1 T

The term ““ syncopation ”” was probably derived from the ¢ cutting in two ” of
the notes by the bar line.
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EXERCISES.
1 Mark with a / the syncopated notes in the following »-—
(a)

0} Py -
72— T~ o Y r =y et
r.\/x/ Ze ! == 7 EY= ——— 1 "

2 Write e les of tion in each of the following times:—
| rite xaz.mp esso sylicopa on ga ! f ng timee

4 T 4 2 2 2 8 ) "8

113 The “ C” Clef.—This clef was formerly used for all Tenor and
Alto parts, and occasionally for Soprano; it is still employed for certain
orchestral instruments, but its use for vocal music is gradually dying out.

The C clef gives the pitch of “ middle C” -:é—— to the line of the stafl
on which it is placed. V=
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When placed on the fourth line it is called the Tenor Clef-— E

” 2 third ”” iR Alto T M _f A==

” 99 Jirst 9 ’ SOPI‘aHO T Lo :}F

The following passages are all identical in pitch, and show how one clef
may be exchanged for another :—
(a) Treble, or G, clef.

£)
W__ 4 ] ]l
fir=Sras e | e ]
@

(5) Written at the same pitch ; Bass, or F, clef.
o 2 o :
S .F‘#Q :"— '?“‘#ﬁl = |;9+7|(3 - lg:ﬁt o M
t I i t

I
— 2 e
(¢) Same pitch ; Tnor ef. . )

@) Samiepitch; Alto clef. e lb‘o i
e

4 H
b= —1T I =

) Same pltch ; Soprano clef

.;'ILIFII\. I

114 XKey-signatures may be written after the C clef in the order of the
following arrangements, sclecting such sharps or flats as may be necessary :—
TEeNoOR.

Ealeaae e

gt =

SoPRANO.

EX.

(1) Rewrite each of the following passages at the same pitch. Ist in the Tenor
clef, 2nd in the Alto clef, und 3rd iu the Soprano clef : —

e L e
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3 Re-write the following on four staves, (a) for Treble, Alto, Tenop. and Bass;
and (b) for Soprano, Alto, Tenor, and Bass; using the ‘ proper ” clefs in each case:

|~

~—- 1 £ i P Il —= 1

4 | | =
4 Arrange the following 4s a ‘‘ short score” of two staves—Soprano and Alto

on the upper staff with G clef, Tenor and Bass on the lower staff, with F' clef : —

" )1 D d s )

5 Write signatures in Tenor, Alto, and Soprano clefs, for the following Major
keys—A, E, ¥, C4, F, Eb, Gp.

.
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115 Transposition from one Major Key to another.

(2) When there are no accidentals (flats, sharps, &ec.), in the original piece,
transposition to a higher or lower key is extremely simple.

The new key-signature must first be written, and then each note raised or
lowered by the reqmred interval, as in the following examples :—

<1) Original passage, Key F.

=1 e rarrs et
: :

u . &1 ; =5
~ (2) Transposed to Key G; a Tone, or Major 2nd, higher.
; = (1]
| i e B e . p
L %4

(3) Transposed to Key D; a Minor 3rd lower (than the original).

(1) Similarly, the following passage in Key Ep, is first transposed to Key A, and
atterwards to Key C.

g e

a5

@

@ _

I'[\~ ‘) —_

It may be remarked here that certain transpositions of a semitone
muy be effected by changing the key signature without altering the positions of
the notes  Every ‘“sharp” key ¢.e., key with sharps in the signature). has a
“flat” key (s.e., key with flats in the signature), with its Tonic a scmitone
lower; the number of sharps in one signature added to the number of flats in
the other signature, always amounts to seven.

Sharp Keys. | No. of Sharps. | Flat Keys.|No. of Flats.
CR 0 Cp 7
G 1 Gh 6
D 2 Dp 5
A 3 Ab 4
E 4 Ep 3
B 5 Bh 2
¥4 6 F 1
(&4 7 c* 0

* Reckoned as a sharp key, and again as a flat key, for the sake of completeness.
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Transposition of this kind is most useful in playing accompaniments to songs,
&c. Any flat key may be raised a semitone by playing in the alternative
sharp key (as in the above table), and similarly, any sharp key may be lowered
a semitone. Examples:—

(1) In Ep (three flats).

In E (four sharps).

= H = 18 ]

~ (2) In A (three sharps).

Tn A} (four flats). )
= ] =1

Py [
b=t P ]
L f—~ 1 ! 1

0L
i

| b I 1

" (3) In D (five flats).
8 L

o In D (two sharps).

e e f |
e

(4) InF} (six sharps).

In F (one flat).

— -
-

74 . 1 = = A
e —
I g | = H & | s 1

o/

(%) When accidentals occur more or less frequently, Transposition is more
difficult. In connection with each accidental it is necessary to determine
(1) its relation to the key-signature, and (2) its object, or function.

If, for example, a natural (f) be placed before a note, it may mean
(e) that the note, previously flat according to the signature, has to be raised a
senutone ; or (b) that the note, previously sharp according to the signature, has
to be lowered a semitone, or (¢) that the note, previously altered by aun
¢ accidental ”” has to be restored to its natural piteh, &c. &e. In transposing,
that character (8, ¥, %, &c.) must be selected which will effect the eame purposs
in the new key

6
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(!2
Key F. meE 6@ (5) (6) )

@*Eﬁﬁ@ﬁrﬁ#@ﬁﬁ:&nﬂzz&iﬁa—ﬂ

_, 4 Transposed to Key D. b
@%ﬁi@:ﬁﬂ L==EEs i |
6) @

(1) BYf raises 4th of scale, Bb by suguature, a se nitone, In Key D, the 4th of scale
is alrendy %; it requires 2 to raise it.
) Bp restored to its position as 4th of scale. In Key D, a i restores the G to its
posibion as 4th.
F#, Tonic raised a semitone from Fff. In Key D, # raises DJ in the same way.
( Ep, lowered Tth of scale. In Key D, Cit lowers
(a) Ef, restored Tth of scale. In Key D, C# restores 7th
. (6) Ab, lowered 3rd. In Key D, F{f lowers 3rd. y
(7) Db, lowered 6th. Key D, Bp lowers 6th.

It will be seen, therefore, that it is not what an accidental ¢s, but what it does.
which determines its choice. Study also the following illustrations: —

L_Q-A | n y T = =i
Hro—FA—— 1 —~— el = 5 E—E—g
F@‘é_é—#i_qi_L'_pj_"_.ﬁ'__L_C‘#'_‘

—

B
E
N
i
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B ﬁ ’I‘ransposed to Key B.
EiErT:
& 5'—5‘*"*d-ni :w—L'jFE

—ob.ts e b L
Rt ,

In Transposition of this kind the beginner is advised to write first the
new signature, then all the notes in position without accidentals, and finally to
add the accidentals as required.

An accidental affects the note before which it is placed, and every note of the same
name which follows it in the same bar ; thus—

(1) a b ¢ d
| .o} L“‘h‘—‘_ e 3 —
F@-HL———J——-—-—H—’—'—'——W'E::_'@)—_%H

Here the §f affects a, 4, ¢, but not d, which, being in another bar, is h “ according to the
signature.” If, however the last note of a bar is affected by an accidental, and the
next bar begins with the same note, this latter note is also affected ; thus—

L1 ]

r—9—,4 #_m.lp_‘l_p_,_P_Fp__‘_“:ﬂ

Here the p refers to a4, & and ¢, but not to d. Notwithstanding these rules, it is now
usual to introduce ¢ cautionary '’ accidentals wherever there would be a possibility of
mistaking a note: and the passages given would be generally written as below :—

@)

= = I » T ﬁ: re =) i -
e e ]
17 A4 -y | T 1 sl
r_.L)V L. 3 O‘ ot I! - ! - p—
- » o 1
- ) - o 1 |
Ay et = = =T F—i— H

1t was formerly the custom to contradict the double-sharp ix) by #1%, and a double-flut
(n) by fb; but it is now thought better to use merely the single-sharp, or single-flat.
EXERCISES, ’ ‘

1 Transpose the following passage, successively, to the Major keys of ¥, D, G,
Ep, Bp, A, Gp, and E:—
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2 Transpose the following, successively, to the Major keys of D, E, F{, G, B,
C%, A, F, Bb, Eb, Ab, and Dp:—

(@

116 Transposition from one Minor Key to another. This
involves no new difficulty. The student must, however, be careful to write
the correct signature for his new (Minor) Key. The following examples show
how this kind of Transposition is done :—

Key A minor, ——onuooo o

EXERCISES.
Transpose the following, successively, to the Minor keys of E, Bp, A, C, F,
0z, D, Ap, and F:—

117 Transposition from Major to Relative Minor, or from
Minor to Relative Major.
(@) Write the same signature.




—
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(8) Write Minor Tonic for Major Tonie, or vice versa.

(¢) Transpose all the other notes a third higher, or lower, as may be
necessary : and in transposing to the Relative Minor be sure to mark the
Leading-note by an accidental.

From Major to Relative Minor :—
oI Ep Major. —rs !

[ [ S 2 ) ] I—f! I I 1 — i i ::

In Relative Minor (C minor).

D

=D 1 I= i | T 1]
LR e R R e SR ER T e |
< — = ) - + T
> o -
SN—
An ascending major passage from Dominant to Tonic—
0 T
. T ] 5 o
may be given in the minor as or as
o

From Minor to Relative Major:—

118 Transposition from Major to Tonic Minor, or from
Minor to Tonic Major.

(a) From E major to E mino .

Princiear Runes. — Reply to Major 8rd of scale by Minor 3rd, to
Major 6th by Minor 6th, and retain the same Leading-note.
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(8) From G minor to G major.

Princrear  Rurks.—Reply to Minor 3rd of scale by Major 8rd, to
Minor 6th by Major 6th, and retain the same Leading-note.

119 Transposition of any kind may be accompanied by a change of clef.

A Perfect 4th lower : Alto clef.
i ot ’l

i 1
T o e T
e H®— 1

In such cases, it would be wise for the beginner to first transpose into the
new key—remaining in the original clef—and afterwards fo re-write in the clef
required. '

EXERCISES.
1 Write (a) the Relative Minor, and (b) the Tonic Minor, of the following :—

(@
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3 Transpose the examples in Ex. 12 into the Alto clef, (1) a Minor 3rd lower,
‘2) a Perfect 4th lower, and (3) a Perfect 5th lower.

120 Time-Transcription by Halving or Doubling Values.

(@) Halving values.
(1) Multiply lower figure of time-signature by ¢ 2.”

2) Write minim for semibreve, crotchet for minim, dotted-crotehet for
dotted-minim ; &e.

-
) ‘3
(] Pt - Il
5!/71 e 1 It LS e | e 21 {15 B =] g 3 |
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Similarly, for 4 write 4 ; for * write 4 : for 3 write 3 ; for 3 write _3_; for 12 write
2 4 4 8 4 s ) 16 4

o
—

12; for 12 write 12 ; for & write 9 ; for 9 write 9 : for & write 8; for 8 write
8 16 Py 8 8 16 4 8 8 16

8

(8) Doubling values.
(1) Divido lower figure of time-signature by ¢ 2.”

(2) For semiquaver write quaver, for crotchet write minim ; &ec.

121 Time Transcription by exchanging a “simple’’ beat for
a “compound’’ beat; and vice versa.

Any compound time may be written as a simple time abounding in triplets.

To find the new time-signature, divide the upper number of the compound
time-signature by ¢ 3,” and the lower number by ¢2.”

Thus :—Compound, % ; Simple, §.

12 . 4
” 16 ” 8
9. 3
2 8> 12} 4
9 . 3
” 18 ” 8
6. 2
” 8 ”» 4
(]
” 16 ¢ 1 2'

Any note, or rest, equal to one or more whole beats of compound time must
pe re-placed by the same number of simple beats. All divided beats must be
re-written, and the figure ‘3 ” added.

Compound Quadruple Time.

Simple Q,qadmple Time. ~ ~

— | e e —_ o) 3 3——t 73 =8
+ - o4 3———3-—3
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1t may be here remarked that, both in Simple and Compound Times, triplets are
often written without the figure ‘“ 3.’ This is confusing to the beginner; but by
counting the ‘“beats’’ in each bar, the student can generally discover whether they are
divided into ‘“two * or ‘‘three’’ equal parts. Triplets occur in the following at each .
% * * * *
val 5

It is not often necessary to re-write a ¢ Simple ”” as a ¢ Compound *’ Time.
The following example shows how it may be done :—

N.B.—AH Time transcriptions are merely interchanges of beat-values.
They do not alter the music, except in appearance. All the accents and
divisions preserve their relative position and value, and when the time has been
transeribed, the music, if played or sung, ought to sound exactly as it did before.

Ex. 1 Re-write the following in 4 time, preserving the same accents and relative
time-valuos :—
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122 To tell the Key of a given Passage. *

"(a) If there is no key-signature, count up and arrange in order the sharps
or flats. For sunple passages, in Major keys, this W111 oenerally suffice.

G#%, three times; Cz; D#, twice; F§. In order#: Fg, Cf, G, D2. Key
E major. ’

o Py : y
G, three times; Eb, twice ; Db, three times; Bb, twice ; Ab. In order:
Bb, Eb, Ab, Db, Gb. Key Db major.

(6) When there is a key-signature, observe whether the additional signs
are used to add to the signature, or to cancel some part or the whole of it; and
then arrange as before.

0

T

o/ f i o 3
Here A} and Elf cancel Ap and Eb of the signature, leaving only Bp. Key F Major.

Similarly, the following is in Key D Major:—

ety

(¢) In arranging the sharps or flats in order, one or more of such signs
required for a complete signature may be missing. In this case, we may assume
that the missing notes would have been of the necessary character. Thus, the
following passage is evidently in the Key of E major, though G# is absent :

Fz, Oz, (63), Dz.

o : ) &

—Z— | : - I = Bl ) (1]

I fﬂ'ﬁ &) < . ?5 l:ﬁ l I'I

Y 27 -l jue Il L il s L. 1
% u ] J

(¢) When ‘‘ chromatic” notes are interspersed with diatonic notes, it is
necessary to defermine which notes are accidental and which essential, to the
prevailing scale.

If a note occurs sometimes in one form (say ), and sometimes in another
(say b), one of these forms must be of a transient or chromatic character.
Thus, in the following passage—

—f A ! o o [ T e | n
' , Soa—t ':E'—Ftwﬂtﬁ?fr?_—ﬂ
| et i) ut !;AL”

there are Bb, Eb, and Ab, which point to the Key of Eb major. But Bh and
Af also occur. Both these notes, are, however, immediately contradicted by
essential notes of the scale of Eb, which we can therefore decide to be the key
of the passage. :

In actual compositions the key is constantly changing, and sometimes a
new signature is written during the course of the music:—

* In actual practice, this is often impossible without a thorough knowledge of harmony. The hints
given here rifer to passages usually set in examinations.
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:@in—.f:d—'#ﬁ:ﬂﬁ” ——rr
The old signature may be cancelled by “naturals, before writing the new
one, thus—

(¢) Theory of the Sharpest Note.* Minor Key passages—and
indeed many passages in Major Keys—are most easily decided by the ¢“theory
of the sharpest note.” The flattest note in any major scale is the sub-
dominant ; the sharpest note in any scale, major or minor, is the Leading-note.

The following gives the order of all the notes in common use beginning
with the flattest and ending with the sharpest :—

Abb, Ebb, Bbb, | ¥b, Cb, Gb, Db, Ab, Eb, Bb, | F, G, G, D, A, E, B

¥}, of, G§. D3, A%, BY, BE, | Fx, Cx, Gx, &o.

Rule:—In any passage, the sharpest note presentt is the Leading-note ;
the Tonie, or Key-note, is a (diatonic) semitone higher.

If the passage contains the minor 6th and minor 3rd of the Tonic, the key
is probably minor. If it contains the major 3rd and major 6th, the key is
probably major.

el e

Contains A%, contradicted by Aﬁ ; sharpest note theretore D# Key E (major).

%ﬁ' ,Di"-i—F‘-—P‘—er——“**'E:&t;‘:im:H

Sharpest note, Eq Tonic, ¥; contains minor 6th, D, and minor 3rd, Ap.
Key F minor.

fal "

@%ﬁgggﬁz%—th-ﬁ:n
Sharpest note, Fx; Tonic, Gq, contains minor Gth g, and minor 3rd, Bﬁ
Key G£ minor,

(/) In any passage the presence of notes which would form an augmented
2nd, an augmented 5th, a diminished 7th, or a diminished 4th, indicates the
minor key containing such interval (See See. 99). The Aigher note of the
augmented 2nd or augmented 5th, and the lower note of the diminished 7th or
diminished 4th is the leading-note.

EXERCISES.
i \Ta.me the Key of each of the following Ma]or passages :—

Eemeem = e

® ““Tonality and Roots.” Dr. A. J. Greenish. Office of the Organist and Choirmaster. + After
allowing for transient *‘chromatic notes. (See (d) above.)
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(%) e i b )

123 To find all the scales containing a given note,
interval, or chord.
(¢) Major Scales. Write in order the Tonics of the fifteen usual
major keys :—
Ch, Gb, Dp, Ap, Ep, Bp, F, C, G, D, A, E, B, F§, C§.
To find all the Major Scales containing, say, G1z.
Gf is excluded (1) from every scalc containing G ; Ab therefore is its
extreme flat key.
s »» (2) from every scale containing G#; D is therefore its
extreme sharp key.
G’q is therefore found in all keys from Ab to D; d.e., in keys Ab, Ep, Bp,
F, C, G, and D.
The seven major scales containing any other note may be found in the
same way.
To find all the Major Scales containing a given interval ;

say— Eﬁ%

Find all the scales containing the upper note; then all the scales contain-
ing the lower note. The scales common to otk series will contain the interval,

Scales containing G : : Ab, Ep, Bb, F, C, G, D.
Scales containing Eb: (¥b), Ch, Gb, Db, Ab, Eb, Bb.
Scales containing the interval Eb—G : Ap, kp, Bb.

The scales containing a given chord may be found in the same way.

(6) Minor Seales. To find the Minor Scales containing any given
note, it is, perhaps, safer to proceed as follows :—

Regard the note first as the Zonee of a minor scale, next as the Supertonic,
next as the Mediant, &ec.

Thus, GY, for example, is

Tonic of Minor Scale of G
SurerTONIC 57 F
MEep1anT » E
SUBDOMINANT D
DoMINANT - C
SuBMEDIANT B
LeApINg-NoTE ,, A

b
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The Minor Scales containing given intervals and chords may be found by
taking each note separately.

Example: to find the minor seales (or keys) containing —

; - Tonic. 2nd. 3rd. 4th. 5th. 6th. 7th.
B is in the Minor Scales of B, A, G%, Fz, E, Dz, C.

G Y] i) G’ F; E, D, C, B, Ab.
E " ” E, D, Cs B, A Gz F.

The only keys found in eack of these series are B and E. Answer:
B minor and E minor.

124 To add Time Signatures and Bars to a given passage.

This is often a thankless and wuseless task. As, however, exercises of the
kind are sometimes set at examinations, the following hints may be found
serviceable.

() 1f the final note be a long nofe, it will be either a strong accent or a
medium accent.

N.B.—A bar-line is drawn bdefore a strong accent. Remember that the
first and last bars may be incomplete.

() If the final note be a short note preceded by a long note, the bar-line
comes before the long note.

(¢) Zwo, or more, dotted notes in succession indicate a compound time, or
a simple triple time.

Thus, two or more dotted minims — 2, %, §, or 3.
- ,, crotchets — 2,2 8 or 3.

L 12 9 @ 3

» » quavers — I3, 15, 43, OF jg.

(d) Quavers, or semiquavers, &c., grouped in ‘‘threes” or ‘¢ sixes,” by
having their stems joined, Jjj "-;'E Pl : oS T o — especially if
there are several such groups—almost invariably indicate compound time, or
simple triple tiwme, as § or .

(6) Successive groups of unequal notes, where the second note is half the

o t . Ny N . 3 s,
first, as ’l s 'l P '.\'~ SN 6,l 'l 6| .l &e., indicate a com-
pound time, or a simple triple time.

(/) A bar-line must not be drawn through any note, nor should it, as a

[ )

rule, separate members of a group— 3 | T

(¢) Two or more wminims in succession indicate either %, 3, or 2 time—
never a compound time. Several crotchets in succession generally indicate
a simple time as . 3, or 2.

(%) Groups of ‘‘four’ quavers generally indicate a simple time.

(£) A dotted note tied to a following shorter note generally indicates a
compound time. A non-dotted note tied to a shorter note generally indicates
simple time. ' :

(7) Any double-dotted note generally indicates simple time. -

(k) A long note such as a semibreve or dotted semibreve occurring in the
midst of several shorter notes, generally indicates a whole dar of the time.
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EXERCISES,

1  Find all the Major and Minor Scales (of the ordinary fifteen) centaining the
following : —

@@ @ @@ @M 6O ® @ mm

e A e .
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ADDITIONAL QUESTIONS AND EXERCISES

Selected from Examination Papers of the ‘“ Society of Arts,” ¢ Associated Board,”
¢« Oxford and Cambridge Local,” * Trinity College,” I.S.M.” ¢ Queen’s
Scholarship,” ‘¢ Whitehall Certificate,” ¢ College of Preceptors,” &e. &e.

——

PART IL—ELEMENTARY.

1 Write above each of the following notes its value name (semibreve, &c.), and
write below each its pitch name (C, D, &ec.):—

2 Write all the major 3rds contained in the scale of C major.
3 Add time-signatures to the following :—

jo T [ —— | I T 1]
11} [ 1 H

0
1 T T L
- 1 | It M i lr
F@—é—-———d—d—ﬁ@——o—}-{——é——e—d—'—ﬂ
o/

4 Write the following an octave lower on the bass clef, doubling the value of
every note :—

6 Add bars to the following in accordance with the time-signatures :—

e e e s s e e s S 5 e ||
o—o c— 9 00000966 —0—0-0-6—1|

Hod—e—
</
e e e e e e ﬁﬂ
o e e~ e B~ i~ e e e e B S
o/

7 Re-write, halving the value of every note and rest :—

fal R
= 1§ ] | - |y L1 T 11 n
| .4 () { 1 1 = ! ¥ - f ] | 11
O I | P 1 = 1 o u
[51/ | s T o —1

8 Name the following intervals :—
0

P g% o -
= L I A T [a”) :* = )
) o

=
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9 Add one rest at the end of each of the following bars to oomplete the bar in
accordance with the time-signature :—

| o Il ) N | 1 K3 ) l I H-€ H 1. Il A 1 [ |
- i3 [ e il ‘LI 1 P | H =) . HINET™] = 1 - ii
</ 3

10 Write the mgnatures and scales (using semibreves) of F and G major in the
treble and bass clefs.

11 Add major sixths above each of the following notes :—

LG 7 rri ) 'i
</ O =

And major thirds below each of the following :—

Fal

3 =Y T T n
.1 bt 1 11 [&P) ii
o/ o ” 3

12 Bar the following in accordance with the time-signature. FEach passage
commences a bar:—

a—el———ol———%—o’: 'f:a':{i—o—o— s—oo —=—* o J——"
7 SN Y Y NN S RPN R P

! N
a‘—--a'l——— %—.E—'—LF—J - J——J———F———H
13 Add bars to the following : —

: ; v+ o ||

[

e N e B B
%F‘—-i—‘—'—d—e—‘m‘”—'_ﬁ—@*'w—d—é—d—ﬂ-ﬂ—ﬁ

a/

14 Write the sharps or flats of the following signatures in their customary
order, and state for which major keys they stand :—
o s Va . 0. Vo W

15 Name the following intervals :—

Fal " 1 1 n
g [Ev————
e =P ===l
16 Write in the treble clef the signature of the following major keys: E,
tb, Ab, Db, Bp.

17 Bar the following. Fach passage commences a bar : —

I . IS S RSP 8, B S
e o |
%_'L/l Reoic N, - Rt S H_J_[jl‘lt'!___n
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18 Write a dnmmshed 5th above each of the fo].lowmg - '

HaR I

e e

19 Write above (1) a perfect 5th, above (2) a major 3rd, above (3) a major 7th,
above (4) a minor 7th, above (53) a minor 6th, above (6) a major 3rd, and above

(7) a perfect 4th
@) @ (5) (6) )

%%I:—JJ ===l

20 What does g = 50 mean ?

21 Re-write the following. halving the value of every note and rest:—

o
=L ] | 1=
s

5 = et '
22 State the meanings of the following terms—(1) A tempo; (2) Dal Segno;
(8) Diminuendo ; (4) Lento.
23 Complete each bar by adding a rest at the end : —

E—j—i—al\—ﬁ-.'\ R \—J\———Eg—q—._ﬁ—ﬁ——u

%*o—%—a—aﬁ—-—— . \ \ ’“—J“ ﬁ——ﬂ

24 Explain— Adagio, Legato, Rallentando, Ad Ulibitum, Crescendo, Staccato,
& = M. 70, Triple time.

25 Explain—Dugple time, Supertonic, Dolce, Pianissimo, Forte, Mezzo DPiano,
Sforzando, Allegretto.

26 Write after each of the following its corresponding rest:—

27 Complete the following as a major scale of D :—

rat i
|=72 s 1 1] —
Ho—— s =
an —— ) =y 1 10 )
v o -

28 Name the following intervals :— .

e e e e i E*M‘HSEH

29 Write in the treble and bass clef the signatures of the following major
scales—G, A, Bp, C, D.
30 Place time- swnatutes before the following :—

Hi5E . @ © \




92 The A B C of Musical Theory.

31 Write the signatures of the following major keys—Ep, ¥, Ap, Dp, E.

32 Rewrite the following in 4 time, halving the value of every note and rest:—

34 Rewrite in 4 time, doubling the value of every note and rest :—
e e ey e = Ry &

35 Transpose a major 2nd higher, viz., into the key of G :—

n 200 —. ]| i)
36 Write the signatures of the following major keys—B, Gb, Fg, CZ, Cb.
37 State the key of each of the following:—

L@ ; R
[E=E=—E=—ci e et
o A . L (@ R
et [ty

38 Complete the following as scales of Ap and E :—

-

FaY o102 /oY

(=7 3 NI 7 R AT H—Y. fr 21 |

V44 o bt ] ¢ m (@] et
"
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.40 Group the following notes, so as to show (a) to bein §, and (b) to be in §

@

e e e e e e e e e e

HO— o 0 0 60— ¢ o od 6 o6 [ o o0}

S

%ﬁ—ﬁ—h——f——.\;ﬁ—i—}%—;ﬁ—ﬁ—‘h—%—i—ﬁ—l——ﬁﬂ
o o o J [Fd oo e ¢ e o o e e

[V

41 Write the followmg in § time :—

e — e ]

42 Write examples of *“triplets” in'}, ¢, 2, 4, and § times.
43 Transpose the following from key C into key A :—

[—Q—T———.—r—l T ! N —” = ——
Hee T e be w0 r_g 2 poT

L al

52 ! i ; 1 i I
- ; °
i b o :[:EZ‘H
45 Re-write the following, using dots to express the value of the tied notes,
and tied notes to express the value of the dots:—

46 Write the subdominants of the following tonics :—

" - i s : # % - ; —
= e b ]

47 Give the Italian (or other) equivalents for—(1) Go back to the beginning;
(2) Gradually louder ; (3) Very soft ; (4) Smooth and not staccato ; (5) Quick, lively
time ; (6) Very fast; (7) Short and detached.

48 Transpose a minor 3rd lower : —
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Py ¥ ;
= 1 A > TIL | ™Y L.
4 T | 1= |17 ] i = | )
| fanY L C. H 14 PR [ i1 L)
X - A 1 j| wll | S| be.

PART II.-ADVANCED.

51 Re-write the following passage in } time.

o SR IR I SN SRS |

52 'Write in the treble clef the signature and ascending scale of G minor—
(@) using the minor 6th and major 7th, and (b) using the major 6th and major 7th.

53 Name the following intervals :—
a o B )
=l ———]
o D o/ (VAR

54 Write in the treble and bass clefs the signatures of the following minor
keys :—C minor, F minor, D minor, E minor, FZ minor.

55 Write augmented 5ths above (a), (), and (¢), and diminished T7ths delow
(), (e), and (f):—

@ @ @ @ @ W»
l'_‘r} 108 ] 11 — 1T H— —
=
r.\/y ] BN i 79 11 [F N o 11

56 Write the harmonic form of the ascending scale of C minor.
57 Write the signatures of the following minor keys:—B minor, A mino1,
C% minor, GZ minor, B minor.

58 Write over each of the following intervals, the name of the major scale
of which it forms a part :—
o ¥
e
e
¥ #

%

59 Write over each of the following intervals the minor scale which it indicates.
Give the name of each interval :—

60 Write the melodic and harmonic forms of the following minor sca.lés —F,
B2. G, G%. A>. Add the signature in each case.
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61 Re-write the following in the tenor clef; and again in the soprano C clef :—

2 . ey ok ¥ 1
- s el T ,jézp_,_ﬁna oot o
[ZaSe# v T | 3 | T j T | )
{ O
L

TTe

I I
L

AT
=

" A-&,\.be». Yo o - e . pe P
a1 3 0 QZ

¢

4
¢
X

64 Explain the difference between diafonic and chromatic semitones, and write
examples of each.

65 Transpose the following into its tonic minor : —

. | | N 4
e | = T | T T - —1 1 [ 4]
Y 48 =Y | Ik 1 1 (K1 | I o) | = i |
| fn — 1 = | I s>) 141 S
A\I74 o] Lp b= 1 #‘ 1 = 11 8 [l =
=7 Frorore
- | | | | !
T I T & o —— e a— — miadp— | |
A~ T L —— = (&) = = 1 1]
| ) F 1 1 L f’ i 1L !7 1] LG a
66 Transpose the followmg a mmor 3rd higher :—
e '7;| i T i
"vf H"! P | ] —1
ﬂ“—‘.L's—_j:g:ﬂ
x’g\é C t — = e | H
Z g A [ 1.9 11
Ve H"' L 1 8 |

67 Transpose the following an octave lower to the Bass stave, and bar in the
modern manner :—

— )
t@tﬁ;ﬁ;‘;—:ﬁeﬁ&:o_z fa%a_@_pe_,b_;,‘

69 Write the following in the treble clef, one octave higher. State the key:—
= P20 e
tio—2% i =

71 lee a list of duple swnatures in common use, and write two bars of music
in each of the following times : —3, 8, 8 3%, %2, %
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72 Place a tick, / , over the syncopated notes in the following : —

2 N N } l\‘ T lkl i\‘ ; r )
e eSS EEE e e e e |
C === =t

73 Transpose the following a minor 3rd lower, viz., from C minor to A minor :—

g | N I' -'-I-I
"lf "-H----Il N ]
| A R RS ) 5 SO O

75 Fill up three bars of } time, introducing syncopation once in each bar.
76 Bar the following. Each passage commences a bar :—
|

G—-—'—" o—-—al J—Q‘—O—F—F——‘—G ]—o—J—H—,'i.H

N )
%——o ——J\ AN —o—ﬁj\—r—'—"]—o——o—“]—‘)—'—o—ﬂ
PN W V. N AR I -

77 Tra.nspose the following into the key of E minor:—

I ) [ T [”]
I'_ﬂ‘h Y | H

H H =l ]
Fﬂi——e : T ==
I L) s L] v o

0
|

m—2—4

gt —1rg

ey —— 1
e s |

79 Write four bars of  time, introducing syncopation once only in each bar
Use no notes shorter than a quaver.

80 Re-write the following in § tune —

e e

81 Re-write the following in ‘‘open ™ score, using the soprano, alto, tenor,
and bass clefs :—

| . SOV ol

7D i | T ==| ! " O > r J'
v ! ~ | l
o i
Sr=r—r——o | —_———
P 7> = T }_]I 3
P | ‘ {
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2 A.N-‘j\ﬁ..gﬂl

4 = T > e
I' I [ ~— F |' atl i |' 1 =
3
|
ok, = o 0 ]
@EEF:: =5 - Fers——f}
P DT I -7§ r i 40 |= !_r—H‘— B
[
82 Transpose a major 3rd h1gher adding the necessary signature :—
EaD—a— 5 ) e
: o+ —'——{—I—-—*———H:-M:maze_—ﬂ
Ay == EQ__QCZ_.LHQ_PQ__'_I__J_J__I—_

83 Write the relative minor of the following:—

84 Mark the synf‘opated notes in the followm

a_J‘_._._J_f R |

85 Add bars and time-signature :—
%;M.j.gaﬁ~w,ﬁ_ﬁlﬁ. s
3

86 Write in the key of D minor, an augmented 2nd, an augmented 5th, a
diminished 4th, a diminished 7th, and two augmented 4ths.

87 Name all the major and minor keys in which the note C is diatonie.

88 Transpose the following into the key of F, and write it in the Soprano C
clef. Give the time-signature :—

%—P—H——a—tﬁ:az‘:‘g:q ——=
Ho—t 1 T t ; " ri
.\ u IE=—i I = F——— ("

) - _

89 Transpose the following into key C:—

PR Afosz )
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91 Transpose the following a semitone higher : —

FASSEEE e b

52 In what time is the following written, and what is its simple time *
el ST~ 3 o ol e T B R

he- TN I
(oY | I
] Qe

fai= £ =
%Si—r'r#'—l—’ti’“trnaif;——ﬂ%ﬁ:ﬁ‘?—ﬂ

93 Name the key of the followmg, and say what minor key has the same
signature. Transpose the fragment one semitone lower : —

e %*r—f@—**ﬁf‘:ﬁ =

R

—:—I—G =—
1'—‘—*—11

In the second and third bars this sign —~ connects D and D m the last bar it
connects E and D. Explain its effect in both instances.

94 Transpose the followmg a semitone higher :—

ﬁ—% £
A e

iy b

- I = T £ t 1
, e
g

95 Name all the major and minor keys containing the following interval : —

96 Write all the augmented and diminished intervals found in the following
scales - D minor, E minor, G minor, F minor, Ep minor, C mmor.

97 Re-write the followmg in  time :—

o/

98 What minor scales contain a double-sharp ?

99 Place the proper clefs before the followmo note te make it, successively,
F, A, G, B, and C.

P e V
100 Transpose the following into the soprano C clef a perfect 5th higher:—
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101 Mark and name all the Keys in the following passage :—

». ol

~

102 Write, in the tenor clef, the descending harmonic scale of G# minor, com-
mencing on the sub-dominant.

103 Transpose the following a perfect 4th lower. Add the proper signature:—
A

. S Y o T— = m h;!—e
B e e e Ly
SEEESsmrEt

Bl gy

104 Name the following intervals:— ,

g e o)
F

I ik a”) ot U]
e e
105 Write the following as it should be performed: —
Andante. L~ R F
== — ﬂ—*—'—‘Ilg" e
%?E’E%:B:::;-t_:_ f ‘%'—,@_——'—j
[ e b (I R
i ~ tr ' 1 ten.
ﬁﬁ_ E{:‘ = = r fo—eo—F %—t:F—Fj:ﬂ
L 'I!_E‘il:ﬁﬁ o ; 1’ =} I I I i)

106 Write in the bass clef the descending harmonic-chromatic scale of Dp.
107 Write in the alto clef the ascending harmonic-chromatic scale of C#.

108 Write in the tenor clef the descending harmonic-chromatic scale of Cb,
commencing on the leading-note.

109 Add the accidentals needed to change the following into the scale of D#
minor, harmonic :—
= [a@]

< ()} =
<> (] =
L[S o =Y

<

110 Add the accidentals needed to change the following into the melodic scale
of A% minor:—

o0 o

BE - — =) [a”) ey [a”) =) — n
T : —o—e——o )
111 Mark and name all the keys in the following passage : —

e —] = o =

A ErEs e

> } 1 c o

=2 i T e e
S— o e
—2 T i

——
'_!‘_.N_ | 0

e e el b
v A e : % BTN
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112 Transpose the above passage (Ex. 111), into the alto clef a major 8rd lower.
113 Transpose the same passage (Ex. 111), into the tenor clef, commencing on

the following note : — %_%,:%

114 Re-write the following passage as it should be performed :—
Andante. ¥ IR 1R
i~ q e : ~ : x> o A #

Fa

3 -
Y =
= 2
—f - = = ’3!’ C) ‘J‘= #1 ﬁ}__: e
S e |
o/ Q i — ¢ 1°
. . . ) SEEEE——
115 Name the following intervals :—
= 40 bhﬁ‘ iy T bg ?”9- ?@‘ 1]
BgTEQ—kQ—&r?Q—%Q—VL*W?%ﬁ@’WQ—
Ho—p———T xe LD F . -

116 Write in the tenor clef all the augmented and diminished intervals in the
scale of Ep minor. o

117 Write an augmented 6th and a diminished 7th above each of the following
notes : —

= = Pes oo
|mLAS] Iy . {7() h() <
o iy = T
118 Name the minor keys containing the following intervals :—
-6-

(]

E i
— )i}

e
o

119 Re-write the following as it should be performed :—

o.# #. ) o, 1 [em——— L ~ e
:{iﬁ—tﬂﬁ——i—l—- e e e e e L‘—-"w:‘l
=SSO E = — s
IR P U
ParerE e e
Ho—t ! = et =
v = 16T
# e S 1 '—!\.- e -k‘ tr
: e 3 — e
—— |
%:——'l‘—'g = F—r 1= =' = I [ 13

P [A
T L) SR IR N
o PPy —— |
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APPENDIX.

Tre Mzeropic CrroMaTic ScaLe (See page 45).
Although there are no fixed rules for writing this scale the following
methods are advised in ascending. 1In descending, the form of the Harmonic
Chromatic Scale is best (see page 45).

I. Based on Major Scales.

(@) First write the signature and the diatonic notes of the scale in
ascending order.

(8) Then fill in the semitones by adding the ¢ sharpened form” (either
£, 0§, or x, as may be required) of the 1st, 2nd, 4th, 5th, and 6th notes,

N.B.—Some theorists prefer the flattened 7th to the sharpened 6th, though
involving an extra accidental.

C major. (or Bb)
{7,} : ——H
B3 — ok ||
U e b o 5 <
b major. (or Db)
%‘m o—= E\é—e“ng—if?:":% rl
G major. (or Fp)
2=k . X 7
ey
%
oidyy TEm o E)
[##E%l‘t# Py o) xa—e—*e—a__g:ﬂ
LF 1 So— > (=] xm—2 ot i

All other ascending chromatic scales based on major scales may be
written similarly. ¢

II. Based on Minor Secales.
(a) First write the signature and the wnalfered diatonic notes of the

scale in ascending order.
(8) Fill in the sharpened forms of the 1st, 3rd, 4th, 6th, and 7th notes.

A miror.
for I ot _to -
—Z = ¥, oo b [ gt 2 (1]
Ho—o—iz —2—= i il
</
> F minor. "
|
= o= tl
CZ minor. 3
L 4. (or DY)
SEzi = —
-t = = e
“&- Xo-

N.B.—The examples are printed in notes of different sizes for clearness of
illustration. The pupil should, of course, write all his notes of uniform size.
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RALPH DUNSTAN, Mus.Doc. Cantab.
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in collaboration with

ALLAN BROWN, Esq., F.R.C.O.,
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Metronome marks given when not otherwise provided.
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The Guardian.—The volume shows much industry on the part of
the author.
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topics. Second edition enlarged.

HISTORY OF ENGLISH MUSIC (5181). By HENRY DAvEY. Price 6/-;
postage 4d. A monumental work, tracing the history and proving the
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HYMN LOVER, THE (5190). By Rev. W. GARRETT HORDER. Price 5/-:
postage 4d. An account of the rise and progress of Hymnody. Third and
revised edition.
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postage 2d. Chapters on Handel, Haydn, Mendelssohn, Weber, and many
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MUSICIANS OF ALL TIMES (5308). Compiled by W. G. W. GOODWORTH. A
new edition, 2/6 ; postage 2d. Concise biography of composers, teachers,
artists, and all other mmusical workers, containing 4,800 names.

SHAKESPEARE MUSIC (5737). Edited by E. W. NAYLOR, Mus.D. Price
6/- net cash ; postage 4d. A collection of contemporary and earlicr music,
serving as an introduction to pre-Elizabethan music.

SHORT DICTIONARY OF MUSICAL TERMS, A (5304). By ARN0.D KENNEDY,
M.A. Price 1/-; postage 1d.; cloth, 1/6 ; postage 13d. About 2,700
terms. Gives the phonetic pronunciation of foreign words. German, French,
and Italian terms are included.

STUDENT’S MUSICAL HISTORY (5501). By H. Davey. Price 1/-; postage
13d.; cloth, 1/6 ; postage 24d. The cheapest historical handbook ; com-
prehensive, concise, brought up to date.
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